From fine art to natural science through allegory by Macedo-Lamb, Silvana Barbosa
Northumbria Research Link
Citation: Macedo-Lamb, Silvana Barbosa (2003) From fine art to natural science through allegory.  
Doctoral thesis, University of Northumbria at Newcastle. 
This version was downloaded from Northumbria Research Link: http://nrl.northumbria.ac.uk/15764/
Northumbria University has developed Northumbria Research Link (NRL) to enable users to access 
the University’s research output. Copyright © and moral rights for items on NRL are retained by the 
individual author(s) and/or other copyright owners.  Single copies of full items can be reproduced, 
displayed or performed, and given to third parties in any format or medium for personal research or 
study, educational, or not-for-profit purposes without prior permission or charge, provided the authors, 
title and full bibliographic details are given, as well as a hyperlink and/or URL to the original metadata 
page. The content must not be changed in any way. Full items must not be sold commercially in any  
format or medium without formal permission of the copyright holder.  The full policy is available online:  
http://nrl.northumbria.ac.uk/pol  i cies.html  
Some theses deposited to NRL up to and including 2006 were digitised  by the British Library and 
made available online through the EThOS e-thesis online service. These records were added to NRL 
to maintain a central record of the University’s research theses, as well as still appearing through the 
British Library’s service. For more information about Northumbria University research theses, please 
visit University Library Online.
                        
Brom fine Art to Na rura l Scr cncc I Jr ro ugh., 1 llt go r} ý 
Silvana Barbosa MacZdo-Lamb 
A thesis submitted in partial fulfilment 
of the requirements of the 
University of Northumbria at Newcastle 
For the degree of Doctor of Philosophy in Fine Art 
School of Arts and Social Sciences 
September 2003 
THESIS CONTAINS 
CD 
2 
Abstract 
This research cxamincs the process of representing nature by art and science, while 
making use of allegorical theory. The study reveals the importance of the art, science 
and nature debate in artistic. theoretical, methodological and ecological terms within the 
late 20th century. 
The thesis clarifies some aspects of recent art and science collaborative ventures, 
tackling problems both theoretically and practically, but discussed from my perspective 
as a practicing artist. In collaboration with the Finnish artist Henna Asikaincn, we have 
cxplorcd the relationship between art, science and nature in a series of works discussed 
as case studies in the thesis. We have used digital technology, combining visual and 
sound elements in multiple projection video installations, so there is a reference to the 
discussions around video and installation art in the case study Chapters, although this is 
not the primary theme of the thesis. 
The contribution to the knowledge of contemporary visual arts, specially to recent art 
and science collaborative practices, is in the production of artworks which engage and 
contribute to the art, science and nature debate. At a theoretical level, the contribution 
is in the demonstration of how the use of allegory provides an appropriate framework to 
examine the polarity of art and natural science, and that it is a valuable instrument for 
artists working in this area or developing collaborations with scientists. This research 
focuses on the early Romantic concept of the fragment and its relevance to the post- 
modern debate on allegory, critically engaging with the main texts and authors on 
allegory and evaluating their relevance to artistic practice. The research is also 
innovative in the exploration of the philosophical roots of allegory in early Romantic 
theory, which is very useful for art practice and to the forging of a theory of allegory 
outside the more normative readings. The allegorical dynamic offers a model to deal 
with the antithetical relation of aesthetics and politics, art and science, nature and 
culture, bringing a fresh and appropriate perspective to the reception and production of 
art which intersects with natural science. 
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From Fine Art to Natural Science Through Allegory 
Introduction 
In this research I investigate the transitional space between contemporary art and natural 
science, where artists have started to transit recently, moving back and forth, 
establishing bridges between the two fields. Through partnerships with scientists, 
artists bring their theories and research outcomes to the context of art. In this 
movement from fine art to natural science, artists `steal', misinterpret, appropriate and 
destabilize ideas and concepts from science, sometimes celebrating it, or causing some 
disruptions with the process. In this space I indirectly examine the various layers of 
meanings and discourses built around nature. 
From the infinitely small to the vastness of outer space, nature is a concept which 
embraces such an endless number of beings, spaces, processes, that it can be regarded as 
an ungraspable concept in its totality. Also vast is the field related to the representation 
of nature in the languages of art and natural science. The concept of nature alone is part 
of a long philosophical discussion, which goes well beyond the scope of this research: 
the subject is indeed very extensive. The method (in its etymological sense means path) 
I found to investigate the multiplicity of issues involved in the representation of nature, 
was to undertake a journey through recent artworks, which intersect with natural 
science. Thus, it is through the production and discussion of specific artworks that 
issues related to other areas of knowledge come into consideration. I refer to other 
disciplines, such as philosophy, natural science, science and technology studies (STS), 
sociology of science, and other areas within the field of an, such as art criticism, in 
order to bring their discussions to the context of the production and reception of 
artworks which relate to natural sciences. In this interdisciplinary field, I examine to 
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what cxtcnt the tools and structurc of allcgory can illuminatc the complcx rclations 
between art, science and nature, and givc an original contribution to such a dcbatc in 
contemporary art. 
It is an important task to attempt some kind of definition of nature, because it is a 
central concept to which the artworks and ideas in this research arc related. At the same 
time this is not an easy task, as nature is a fluid concept, with a constantly changing 
meaning throughout different historical periods. Nature can also assume a multiplicity 
of interpretations from one culture to another, and from different perspectives within the 
same culture. Thus, it is perhaps impossible to define nature in absolute terms, to assert 
a stable or definitive meaning to it. 
The concept of nature does not result from a direct experience of the surrounding 
environment, but is constructed and modified by culture throughout history. Before 
science, myths and religious interpretation of natural phenomena were ways of 
understanding the world and our place in it. With the development of science in 
Western society, our perception of nature becomes mediated by scientific information, 
and the history of the term nature becomes inseparable from that of science. 
Philosophy, art and poetry, also with their histories, provide other ways of engaging 
with nature, conceptualizing and representing it from a different perspective and 
epistemological position. 
The work of the natural philosopher Rene Descartes (1596-1650) marks an important 
moment in the history of science and development of a scientific approach to nature. In 
his Discourse on Method he describes the four rules which became foundational 
principles for science: 
1s 
The first rule was to accept as true nothing that I did not know to be evidently so: 
that is to say, to avoid carefully precipitancy and prejudice, and to apply my 
judgements to nothing but that which showed itself so clearly and distinctly to my 
mind that I should never have occasion to doubt it. 
The second was to divide each difficulty I should examine into as many parts as 
possible, and as would be required the better to solve it. 
The third was to conduct my thoughts in an orderly fashion, starting with what 
was simplest and easiest to know, and rising little by little to the knowledge of the 
most complex, even supposing an order where there is no natural precedence 
among the objects of knowledge. 
The last rule was to make so complete an enumeration of the links in an argument, 
and to pass them all so thoroughly under review, that I could be sure I had missed 
nothing. ' 
This emphasis on rationalism, reductionism, fragmentation, and mathematization of 
knowledge, as well as a decontextualization and objectification of nature, have formed 
the basis of the scientific methodology in the natural sciences until today, although they 
have been greatly challenged by new scientific approaches and questioned by many 
critics of science in recent years. Another important point for the division of nature and 
culture, made by Descartes, is that for him the essence of man is the mind which is 
dissociated from the body as a quality of the soul: `Thus the self, or rather the soul, by 
which I am what I am, is entirely distinct from the body [... ]. '2 The body and mind 
divide led to his distinction between animals and humans, as he argues that, because 
animals are not capable of language they cannot think:, concluding that they do not exist 
in the same way that a human being exists, thereby regarding animals as mere organic 
machines: 'They [animals] have no intelligence at all, and that it is nature working in 
them according to the disposition of their organs. Thus a clock-, composed only of 
wheels and springs, can count the hours and measure the time more accurately than we 
can, for all our foresight. '3 The mind and body dichotomy from the Cartesian scientific 
method is at the core of the nature and culture divide, and marks the historical move 
from an organic conception of nature to a mechanistic one. 
I Rend Dcscancs. Dtsmursc an Alttb (first publishcd in 1637) trans. Arthur Wollaston. Penguin Books, London. 
1960, p. O. 
2 Ibid. p. 61. 
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With the Scientific Revolution of the 17th century, nature becomes an object 
dispossessed of mind or soul, and this mechanistic perspective becomes dominant in the 
Enlightenment in the 18th and 19th centuries which led to the industrial Revolution. 
Romanticism emerges in the arts as a reaction to the social transformations, which 
followed the industrialization of Western societies. In the Romantic movement there is 
a revival of the mythic concept of nature, which becomes associated with positive 
cultural values, while culture is regarded as corruption. 
More recently, the scientific approach to nature has been the subject of much criticism. 
One of the most important is the critique of instrumental reason and the logic of the 
domination of nature, from the discourse of the Enlightenment, by the Frankfurt School. 
Some authors associated with the Frankfurt School provide the main theoretical 
framework for this investigation, specially the theory of allegory by Walter Benjamin, 
and his dialectical concept of nature and history. Benjamin's concept of nature-history 
is part of a broader project of social critique to capitalism, together with Theodor 
Adorno's and Max Horkheimer's seminal book Dialectic of the Enlightenment, which 
has greatly informed the approach of contemporary critics of science. 
This research is concerned with the investigation of this dynamic between nature and 
culture, which can be conceived in dialectical terms, as Benjamin articulates it. For 
Benjamin, nature and history are inseparable and constitutive of one another, yet 
ontologically distinct. Susan Buck-Morss explains that in this dialectical view of nature 
and history, Benjamin inverts the logic of the Social Darwinism from the late 19th 
century, s hich had applied the theory of evolution of species to sociology, in order to 
31bidL pp. 81-82 
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naturalize the ideology of capitalism in the discourse of social progress. Social 
Darwinism also legitimized racist and patriarchal ideologies in its naturalization of 
culture. Benjamin does the opposite, taking history as a transitory process which decays 
%%ith the passage of time, like nature. Huck-Morss explains: '[... ] Benjamin's aim was 
not merely to criticize 'natural history' as ideology; it was to show how, within the right 
configuration, the ideational elements of nature and history could reveal the truth of 
modern reality, its transitoriness as well as its primitive nature. ' Thus, Benjamin's 
analogy of culture with nature was to show that, in industrial societies, the value of 
cultural objects, architecture, fashion, all commodities, and most importantly, the power 
of political regimes, arc transitory: they disintegrate and die. 
Kate Soper in What Is Mature? has presented a comprehensive survey on the current 
areas of meaning related to the concept of nature in Western society. She proposes 
three distinct contemporary definitions of nature: metaphysical, realist and lay. She 
explains that the metaphysical concept relates to a philosophical argument which is 
based on human difference to nature, in which `nature' is the opposite of `human' or the 
'cultural' According to her, the realist concept refers to the structures, laws, processes 
and causal powers that are operative in the physical world, and provide the objects of 
study for the natural sciences. And finally, she describes the lay concept as the 
everyday, literary, surface concept, which refer to ordinarily observable features of the 
world, the 'natural' as opposed to the urban or industrial environments, including rural 
landscape, i%ilderncss, domestic and wild animals, the physical body and raw materials. 
Soper remarks that the lay concept is the realm of immediate experience and aesthetic 
4 Susan I3ucI, -Mara, in The Dtalccdcs of Seeing. Walrcr Bcn/amin and the Arraks Project, 7iic MIT press, 
Cambridgc, MA. 1990. p. 68. 
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appreciation, and is where the causal laws of the processes of the realist concept arc 
empirically observable. Opposed to this broad and all embracing lay concept of nature, 
is the narrow and excluding metaphysical one. 
If nature stands as the opposite of culture, then, there is no longer any nature left in this 
planet, as humans have succeeded in colonizing the entire earth, if not physically or 
chemically present (through pollution), then through technology, human culture has 
turned the whole world into a managed environment. Inhospitable deserts, untouched 
jungles, deep oceans, and remote places can all be monitored and observed via 
satellites, radar and other equipment. Despite this pervasive presence, it is important to 
note, as Soper does, that realist nature is the precondition and constraint to all human 
and non-human activities. 
Soper has also argued that the current debate on nature has been polarized into two 
positions, described as: ceo-green politics ('nature friendly') and social construction 
('nature skeptical'). s Social construction claims that nature is a changeable concept 
influenced by social, cultural and historical circumstances, while the eco-political 
discourse is concerned with more tangible or 'realist' issues related to the environment. 
This division reflects the problematic around nature and its history, yet most 
contemporary artists dealing with the representation of nature do have real ecological 
concerns, and are also aware of the unavoidable mediation of culture in our relation to 
nature. The dynamic of these dichotomies are an important aspect of the work by the 
artists that I discuss in this thesis, as well as in the debate between natural scientists and 
scholars from the field of humanities who engage with the criticism of natural science, 
to which I refer in Chapter S. 
5 i: atc Sopcr, Hiwi is h'arwe?. BlacLW cll Publish=s, Oxford. 2000, pp. 4-9. 
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Part of the dialectics of the culture and nature arc the ideologies associated with them. 
Soper remarks that the valorization of nature as a source of purity and authenticity from 
the Romantic discourse, has, on the one hand, been a component of all forms of racism 
and oppression of sexual minorities, arguing that the preservation of a 'natural order' of 
ecological naturalism has a danger of lending ideological support to oppressive 
discourses against sexual and racial minorities. On the other hand, she acknowledges 
that the Romantic and aestheticizing approaches to nature also provide a critique to 
capitalism. Soper points to yet another tension between the two aspects, noting that the 
insistence in the tcxtuality of nature puts the signifier in evidence, with a focus only on 
the play of the 'sign' of nature, while real species are disappearing. Thus, it is 
important to understand the complex relation of culture with nature in terms of a 
dialectic, in which none of the polarities is over emphasized. In this dynamic, as artists 
working with the representation of nature, we have sought to balance the realist and 
socially constructed aspects, as to address issues of real environmental problems, as 
well as avoiding essentialist discourses and falling into nostalgic sentimentalism for a 
lost mythic past. 
I have been interested in issues of the representation of nature, since my landscape 
paintings, from early to mid 1990s, up to my most recent collaborative work. ' Since the 
beginning of my artistic practice, the ecological movement has been an important frame 
of reference for me, and through my work I have engaged in the discussion on the fate 
of the rain forests and broader issues of human interaction with nature. The interest in 
bringing natural science to the context of my artistic practice, came from the contact 
with an entomologist, Lenira Pinto (who I met in the Amazon, in 1993), whose research 
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was influential for my artistic oricntation. At that timt, I bccamc interested in imagery 
produced by scientists, willing to explore their expertise and technology in the 
production of art. Subsequently, I started working with the aid of a microscope and 
produced series of paintings of magnified insects and organic structures. 
This short story of my background as a painter introduces some of my long-standing 
concerns, which arc still part of my current investigation. The experimentation with 
scale and issues related to the representation of nature in art and science, are elements 
that I continued to investigate in a series of collaborative works (from 1997 to the 
present) which I developed with the Finnish artist I lenna Asikaincn, who I met during 
the MA in Fine Art at the University of Northumbria at Newcastle (1997-99). Although 
I had experimented with installation before, it was through this collaboration that I 
started to explore more systematically the medium of installation as the main area of my 
artistic practice. During this research I have developed and examined a series of 
installations and projects developed in collaboration with Henna (who is also 
undertaking a PhD research in this university, examining our jointly produced work 
from another theoretical perspective). 
Collaborative practice challenges conventional Romantic ideas about genius, authorship 
and originality, since in collaboration, authorship is turned into a social process. 
Through my joint practice with Henna I have had the opportunity of experiencing more 
closely the allegorical, dialectical dynamic in an intimate and profound way. 
Collaborative practice is essentially a sharing experience, which presupposes a kind of 
generosity. Initial ideas may come from either partner, but they develop further through 
6I axted painting the fmmcd hnd9cape of Goids, centre-western region of Broil, and later, explored notions of 
'primitive nature' in paintings of the low forests of the Cerado (savannah of central Brazil), and the Amazon rain 
ramst 
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an intense exchange, in which ideas arc tested and developed through a built-in 
criticism, and arc subjected to a series of manipulations and transformations. in the end, 
it is not possible or desirable to dissect the process to find out who contributed with 
what idea or to claim individual ownership to any aspect of the work. This would be a 
movement against the idea of collaboration, where the two views become indissociable. 
For this reason, throughout the thesis I refer always to 'we' or 'our' when making 
reference to the artworks. 
As we have used distinct theoretical frameworks to examine the same works in separate 
PhD theses, the double (indissociablc) authorial voice becomes split. Our individual 
writings have developed autonomously, in a way analogous to the hands of a person, if 
they were disconnected with the unity of the body, and one hand did not know what the 
other was doing. Yet, from the start, this double structure works in favour of my thesis, 
because allegory is by definition a structure consisting of two or more antithetical 
voices, in a dynamic relation which can lead to an infinity of possible interpretations. 
The fact that we, as authors, can write two distinct PhD theses about the same artworks, 
supports my point. The use of distinct theories to examine the outcomes of our 
collaborative projects, is a compelling experiment, which may reveal what distinct 
theoretical tools can do for the reception and discussion of contemporary art. Each 
thesis can be regarded as an allegory of the collaborative work, autonomous from each 
other, but also forming interacting parts of a larger text which is the endless 
interpretation or the reception of the work by others. 
In my particular theoretical approach to the relationship between art and natural science, 
I apply the theories of allegory, which arc based on Benjamin's dialectical model and 
the later Derridean deconstruction. A number of theorists have researched the potential 
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of allegory in the interpretation of art works, but artists have not yet fully explored their 
possibilities in the production of art. In this research 1, as an artist, transpose the idea of 
allegory to the problem of art, science and nature. Nature is regarded as part of a 
dialectical dynamic with history and language, which natural science constructs in the 
process of naming and classification. It is through a critical engagement with the natural 
history discourse that we explore issues related to the concept of nature. This indirect 
approach is a way of acknowledging the mediation of science in our contemporary 
concept of nature. 
While manipulating appropriated scientific material as part of the production of some 
installations, our aim is to re-articulate and re-function such fragments in new contexts, 
hoping to grasp a new facet of them, while re-codifying them from science into art 
forms. This transposition into art intends to critically examine the process of 
construction of the scientific discourse, which frames the natural source material, but 
does not attempt to produce a more dominant discourse than the scientific one. The 
questioning is towards both discourses: artistic and scientific. This self-critical position 
is possible because allegory has a double structure where conflicting polarities are in 
constant dynamic, each one working alongside its opposite, without privileging of any 
one term. 
My title: From Fine Art to Natural Science, through Allegory refers to this 
investigation's centering on my perspective as an artist, when examining scientific 
material. The aim is to observe the emergence of different meanings through the 
transposition of fragments of `nature' into scientific and, then, into artistic contexts. 
Through allegorical procedures such as appropriation, quotation and interventionist 
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approaches to dilfcrcnt contexts, the scientific and the artistic perspectives are brought 
togcthcr. 
Although an and science arc distinct categories, their separation has never been very 
sharp or a strictly defined bordcr. 7 Through this research I investigate some questions 
that emerge when artists bring the two areas together what can science 'do' to art and 
vice versa? What can artists gain from and give to scientists? Can the theories of 
allegory contribute to the investigation and clarification of these questions? how is the 
relationship between artists and scientists established? In the evaluation of such 
questions, I start from the principle that collaboration is a non-hierarchical relation, 
whcrc people from different fields bring their perspectives to examine a common theme. 
In such dialogue, it is important that artists engage independently and critically with 
science, in order to avoid developing a relation of servitude and instrumentality, in 
which the artist would become a mere disseminator of scientific ideas. 
The movement from fine art to natural science reflects a moment in contemporary art in 
which artists have become interested in exploring other disciplines and areas of 
knowledge, extending their concerns to an engagement with social, political and 
ecological aspects of the world, beyond the conventional institutions of art. This 
movement towards society is a development of a project of institutional critique, which 
was the concern of artists since the 1960s, with its roots in the anti-art movements of the 
historical avant-garde of the early 20th century, that marked an important phase of self- 
criticism in the history of Western art. A variety of practices emerged in this period, 
such as minimalism, conceptual art, video art, installation, site-specificity, and 
performance, in order to challenge the hegemony of painting and the commodity status 
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of art in high Modernism. These new artistic practices became theorized as 
4 postmodcrn, ' and idcntificd with allegory by the American critic Craig Owens, to 
whose work I rcfcr in Chapter 1. The first Chapter outlines the philosophical aspects of 
allegory which are important to its application in contemporary visual arts, and presents 
the theoretical framework which is used in the subsequent Chapters. It explores the 
concept of the fragment in early German Romanticism, which was an important 
category in the philosophical reformulation of allegory by Walter Benjamin. In this 
Chapter I follow a single traceable 'historical axis' concerning allegory, from the work 
of Friedrich Schiegel and Novalis; then, to the writings of Walter Benjamin and more 
recently, the work by Paul dc Man and contemporary art critics and historians, such as 
Craig Owens, Benjamin Buchloh, Fred Orton and Gail Day. 
In Chapter 2, I discuss the work of two contemporary artists, Mark Dion and Cornelia 
Ilesse-Iloncgger, who have made valuable contributions to the current art and natural 
science debate. Through a discussion of their work many issues concerning the 
representation of nature are explored, such as subjectivity and objectivity in art and 
science, the social constructed and realist notions of nature, and the tension between the 
politics of representation and aesthetics. The approaches taken by Dion and Ilesse- 
Honegger to science vary in many respects, and have triggered different reactions in the 
fields of science in which they have intervened. While Dion moves from the context of 
art into natural science, Hesse-Honegger enacts the same movement but in the opposite 
direction. Dion is concerned with tangible ecological problems. At the same time he is 
aware of the ideological and discursive aspects of nature as a social construct. Hesse- 
Ilonegger is more engaged with a 'realist' concept of nature, and its accurate 
7 The boundary bctwecn art and science has been explored by many artists throughout the history of (%Vcstcrn) art 
In this research I do not intend to present a historical sun'ry of this arcs' but to focus on specific projects, in order to 
anal)-m the d) namic bctw oat the two paspoctims in the structure of the artw'orL 
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rcprescntation in scicntif is work. Through her research projects on the environmental 
impact of nuclear technology, the relation of scientific production with society becomes 
the most important area of tension, revealing how social, economic and political aspects 
get in the way of scientific neutrality and objectivity. The discussion of the work of 
these two artists introduces the problematic of our thematic f ield of enquiry and outlines 
the context in which our collaborative artworks, (asikainen&macccdo's installations) 
have developed. 
The following case studies engage with the production and discussion of three of our 
projects, the video installations oceans, the first mild day of March and air. The 
analysis of these works presented in Chapters 3,4 and 5 is only one `version' of the 
many possible interpretations of these artworks. Chapter 3 starts with a brief discussion 
of the historical aspects of the medium of video installation, in order to situate our 
approach in relation to the medium with which we work, although this is not the central 
theme of the thesis. The video installation oceans is considered in relation to the theory 
of allegory, with a focus on the strategy of appropriation. The analysis of the work 
explores the polarities of art and science, fact and fiction, with a reference to debates 
around the deconstruction of subjectivity in art and objectivity in science. 
A debate on site-specificity opens the discussion in Chapter 4, and introduces issues 
explored in the dynamic of the installation the first mild day of Afarch, and its site, the 
Bird Gallery of the Hancock Museum of Natural History, at Newcastle, with 
consideration to the physical, institutional and discursive aspects of the work. The 
relation of animals to the natural history museum and the artwork is explored, with 
reference to Michel Foucault's discourse theory, and Walter Benjamin's theory of 
allegory. In both approaches, nature and culture are regarded as indistinguishable. 
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I listory and cultural products, in ßcnjamin's perspective, are subject to a melancholic 
tcndcncy as they deteriorate and loose their symbolic value. In Foucault's thought, 
there is also a tension between a culturally constructed and imposed ordcr (natural 
history discourse) and an 'inner' ordcr in nature, which takes us back to the dichotomy 
of `realism' and 'social construction. ' This artwork explores such tcnsions in the site. 
Our interdisciplinary project entitled air is the last case study of this thesis, presented in 
Chapter S. The air project is introduced with a debate on climate change, and the 
emergence of a new paradigm in science, which is characterized by a shift towards 
multidisciplinarity. It is in such a multidisciplinary context that the 'science wars' take 
place, which are a heated exchange bet een natural scientists and researchers from the 
field of the humanities. At the core of their debate, is the tension between the polarity 
of `realism' and 'social-construction. ' I consider the arguments of each side of the 
'science wars' in relation to the 'Lomborg case, ' another controversy in the scientific 
world, and more specifically related to the debate on global warming. The'Lomborg 
case' introduces the political, social and economic context in which the air project 
developed. In the air project, we extend our collaboration to work with natural 
scientists researching climate change, during two residencies in the hot and cold forests 
of Brazil and Finland. 
In the following Chapters, I explore these tensions between a `realist' and a `socially 
constructed' notion of nature, reflecting on the reception and process of production of 
art which engages with political, economic, scientific, social, ideological, philosophical 
and ecological debates around nature. 
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2. uitiainenämaccdo, view from video installation nest, 1999 
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dissociated from the scientific narrative which framed it, re-edited and re-contextualised 
in a gallery space, as part of nest. In the gallery, the images became hybrid elements, as 
a constitutive part of an artwork and, at the same time, being related to the scientific 
context in which they were produced, distributed and presented. At the core of this 
piece we find this duplicity, an image that relates simultaneously to two distinct 
discourses. The presence of such a duality at a structural level is characteristic of' 
allcL! or) . 
' For more information about the video installation nest, please we appendix I. These strategies have been described 
by the American critic Craig Owens as allegorical, in his famous essay 'The Allegorical Impulse: Toward a Theory 
of Postmodernism'. October no. 12. Spring 1980. pp. 67-86. and no. 13. Summer 1980. pp. 59-80. Also published in 
his Beyond Recognition: Representation, Power and Cukwe, Berkeley, University of California Press, 1992, pp. 52- 
87. 
30 
Allegory began as a rhetorical figure with the Grccks. Jules i'5pin 2 remarks that the 
Greek Plutarch was the first critic to use the word 'allegory. ' The etymology of the 
word comes from two Greek avnls: allos + agorcucin (other + speak openly). A simple 
definition of allegory given by Angus F lctchcr is based on the polyscmic character of 
language: 'allegory says one thing and means another. ') iluus, allegory is the opposite 
of straight for and communication, it paradoxically reveals and conceals its meaning 
simultaneously. 
According to Maureen Quilligan, after the use of allegory as rhetorical persuasion by 
Greek and Latin critics, narrative allegory emerged as a defined literary genre under the 
influence ofChristian theology in the Middle Agcs. Narrative allegory as a genre is 
mainly characterized by its intcrtcxtuality. The narrative is built in relation to a 
ing text. In this %%ay, allegory can be understood as a commentary on a pretext, 
and as a form of criticism. In the Medieval and Renaissance periods, the Bible was a 
strong authoritative text, standing as the most important reference for truth. For this 
reason the Bible stood as the original text or the pretext to most narrative allegories, 
providing the code to decipher the hidden message ofsuch literary works. 
If we transpose this literary model to the reading of inst. the pretext appears to be the 
scientific discourse. arguably a strong reference of truth in contemporary society. 
Science could be considered the `religion' of our time, %%ith its texts having the (quasi- 
transcendental) authority. and claims of truth, that the Church once had in medieval 
society. ' 
21uks Pp in, in Atjd e es"twne. Paris. 195$. pP. *74E. also cital by Angus Flctchee in his 4AlkSmy: flu Theory 
ofa SjwbohcJlla le . Ccrndl l? niversity Press. New Yor1.. 1961. p. 2 
3 fbidL p2 
4 Such a dLvmat; c view of science il°1 maw of much dcbjtc. to which ihac Miq be rcfarnccs in tatct chs; +tcry. In 
the dacsnaan of Carnchs Ikssal Ioncner'" Markin chaqwcr 2: also in cfUqw 3 Mith rcfarncc to Kuhn's criticism 
of posioism; "in clisjta 3M hcn I rcfa to the 'scirna wart ' 
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An example is the genre of nature film. where the scientific discourse is used to present 
the animal as a spccics, securing its position in the evolutionary and taxonomic order. 
with an emphasis on its biological role in the ecosystem of its habitat. In this 'realistic' 
presentation there are implicit references to many scientific theories that translate the 
complex totality of nature into an ordered and knowable universe. In nest. the framing 
of the images as art, temporarily suspends this rigid scientific frame around the images, 
opening them to other interpretations, allowing more room for tlic flow of free 
association in the reception of the images. Snakes arc highly codified animals and there 
is a vast quantity of texts - mythological, religious, literary - as well as linguistic 
expressions, folklore. paintings, objects, furniture that are built upon (and contribute to 
the proliferation of) the rich symbolism of snakes. 
The more fluid discourse of art allows more easily this prolific web of associations to 
take place, destabilizing the authoritative discourse of science. The scientific 
information about the snakes continues to be associated with them, but in this new 
context, it becomes only one of the many possible Nays to relate to these animals, as 
part of their long semantic chain. In the dynamic within this dual structure of artistic 
and scientific references, there is no hierarchy, but a `symbolic power struggle' as 
Angus Fletcher remarks: 'At the heart of any allegory there is this conflict of 
authorities. ' s The dynamic between the two polarities in the allegorical work can be 
conceived as a dialectics, according to Waltcr Benjamin, or as a dcconstructivc strategy, 
as Paul dc Man argues. 6 In the case of nest, art questions the authority of science, but at 
S Angus Fletcher in his'AUewc The Mary ofa S wvR& is Ayala , op. cit. p. 22. Fletcher also argues that 
'Alkgurics are fat less often the dull systems that they are rtputad to be than they are symbolic power struggles. If 
they are often rigid, muscle bound stnicttar+a, that follows from their involwmers Kith authoritarian conflict' p. 22. 
e Paul de Man in AUe g rks of RAaJing, Yale Uni mrsity Press. New i lawn and London, 1979; lUhsdncsa and 
! night: Euays In the Rhetoric afCaucryurw7" Criticiser, Minnesota Unisrnity Press. Minneapolis, 1993, and In 
The Rutstanv to Theory. Manchester Unisasity press. Manchester, 1996. 
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the same time docs not impose itsclf as beholder or n superior position. The tension 
bctwccn the two perspectives is not resolved, but the two views run in parallel relating 
with a furthcr common prctext. Maureen Quilligan explains that the relation between 
an allegorical tcxt and its prctcxt is a deep connection: 
The pretext is not merely a repository of ideas, it is the original treasure house of 
truth, and even if that treasure house has been plundered and is assumed to be 
empty, it still retains its privileged status in guiding not only interpretation but the 
possibilities ofthe allegory. And it is primarily the status of language in the 
pretext which determines the development ofallegory; if its language can name 
truth, then the language ofthc allegorical narrative will be able to. If its language 
is not felt to have special powers of rcvcaling reality. then the language of the 
allegory will have a corresponding difficulty in articulating the truth ofthe human 
condition. ' 
Thinking about this passage, a question emerges: what is really the `treasure house of 
truth' of nest? The pretext ofnest is not science, as it first appears, but nature. The 
reflection on the relation of the artwork with the scientific discourse, leads us to a 
further reflection on the relation of science with its original pretext, that is nature, 
revealing science to be an allegory too. In nest, both art and science have nature as a 
pretext, and both attempt to represent it in their distinct languages. Allegory is useful to 
examine the cultural representations of nature carried by both disciplines, because 
allegory examines the gap between the signified and signifier, which arc involved in the 
process of representation. The intimate intertwining of culture and language with nature 
can be understood as a dialectical relation in the model of allegory proposed by 
Benjamin, in which nature and history arc constitutive of one another and cannot be 
separated. In this dynamic, there is not a fixed or unique concept of nature, but various 
interpretations for its constantly deferred meaning, changing in different historical 
periods. Access to the `reality' of nature is necessarily always mediated by culture and 
7 hlst"en QWllipr4 The Lswwwe e fA, K J.. uyr k%ýiAbw the Gcw+t... ofnCJl U: UYCislty Pr+css, Ithaca and Lofldat, 
1979. riº. 97.93. 
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the fluid structure of the languages %%hich conccptualizc and 'translate' nature into 
culture. On the othcr hand. culture and history are conceived by Bcnjamin as transitory 
and decaying nature. The dialectics of history and nature is represented in the 
allegorical cmblcm of the ruin. to which I will rcfcr latcr in this chaptcr when discussing 
13cnjamin's thcory of allcgory. 
In nest, the use of video as a medium is also significant, because of the indexical' 
relation of the image with the world, and can also be regarded as an allegorical medium, 
togcthcr with photography .9 The animals represented in nest were once in front of the 
camera and their birth was documented by the filmmaker. Ilicn, the scientist 
appropriated this 'fragment' of the world for allegorical intcrprctation, which was 
subsequently reinterpreted through the artwork, creating an endless chain of 
associations which is characteristic of allegorical constructions. The accumulation ofa 
multiplicity of meanings associated with one image in allegory, leads to illegibility, as 
Paul dc Man argues, 1° because it becomes impossible to decide in favour of one 
interpretation, as in deconstruction there is not an 'ultimate' meaning or transcendent 
signified. In the absence of a 'true' fixed meaning, all multiple interpretations acquire 
an equal status. Thus, in deconstruction the 'treasure house of truth' is empty, leaving 
the reader with an endless dynamic of compcting perspectives, which lead to further 
intcrprrtations. 
$ In C1Eia Sanders Pierc 's (1 x39.191 , I) semiotics. index is the third qpe of sign Goon and symbol are the other 
two), which hasa causal link with a real objaci Pierce regards photography as Weeded: 'Photograplu, especially 
instantaneous photographs, are very instructive, because wt know that in certain respects that they are exactly like the 
objects that they represent. But this resemblance is due to the photographs having been produced under such 
circtanstances that they % cm physically furred to eomapod point by point with nature. In that respect then, they 
Moog to the - class of signs known as the 
inkx. ' in The CdkttcJ Perm of Owles SarJcn Peim, c d. Charles 
I lartshorne and Paul Weiss. Cambridge. I Ianvard University press, 1931, vol. 2. p. 159. 
Y Photography is regarded by (ktoher critics (Craig Owens, I1x1 Foster. Benjamin Buchloh and Douglas Crimp) as an 
allegorical medium, because of the power of photography to fix transitory moments, to rescue and recover the past to 
the presaL This ida is an articulation of Benjamin's writings on allegory. photography and film. to which I refer In 
chapter 3. 
to Paul do Man in AUeewks of Rcafatg. op, cit.. p. 205. 
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At the level of authorship I can again draw from allegory, because the production of 
nest (and othcr pieces) involved two authors, Ilcnna and thyself. This duplicity at the 
level of production rcinforccs the appropriateness of allegory as a theoretical tool to 
analyze our collaborative works. As I indicated in my introduction, in our collaborative 
practice it is not possible to separate who did what, as ideas arc shared and modified, 
manipulated by both in the production ofthe work. The use ofappropriated imagery in 
nest makes the aspect of authorship even more complex, because the production of the 
footage was carried out by yet, another person. The appropriated images of discarded 
footage which were used to build the artwork, can be regarded as 'fragments. ' The 
concept of the fragment will be explored in this chapter, as it is a key concept for the 
understanding of allegory, especially to its application to the debate of art, science and 
nature. Artists and scientists, who arc engaged with the representation of nature, arc 
always dealing with fragments, small appropriated pieces of the infinite and 
ungraspablc totality of nature. 
Allegory has been a useful interpretative tool for art historians and art critics in the 
discussion of contemporary visual arts, and i sec its potential to elucidate the complex 
relation bet w-een art, science and nature. In this chapter i will outline the most relevant 
aspects of allegory for the production and reception ofartworkcs, by focusing on a single 
traceable `historical axis' concerning allegory: from the work: of the early German 
Romantics Friedrich Schlegel and Novalis; then, to the writings of Walter Benjamin and 
more recently Paul dc Man and Craig Owcns. 
I start by cxploring the concept of the fragment in early German Romanticism, which 
was an important category in the philosophical reformulation of allegory by Walter 
Benjamin. This is followed by a study of some important aspects of the dynamics of 
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allegory proposed by Ilcnjamin, which are part of the modern and postmodern debate 
around allegory. I also refer to the work of I'aul dc Man, which links 'Ilklijaminian, 
allegory with deconstruction, as these two authors' influences form the basis of the 
revival of allegory in the field of contemporary visual arts. " 
The Romantic Fragment 
In the 19th ccntury allegory became a negative concept in the discourse of late 
Romantic aesthctics. 12 Allegory was regarded as a lower genre, conventional, rational 
and artificial as opposed to the spontaneity, insightfulness and the organic wholeness of 
the symbol. This opposition between allegory and symbol turned allegory into all that 
was undesirable in art. It is in relation to this debate that Walter I3cnjamin reformulates 
the concept of allegory, articulating its importance in philosophical terms. 
Walter Benjamin wrote his doctoral thesis on the concept of criticism in the German 
Romantic movement (1919), and this study provided the basis of Benjamin's account of 
allegory and his analysis of the German Baroque mourning play [Trauerspiclj in The 
Origin of t/u Gcrman Tragic Drama (1928), a seminal text for the allegory debate. In 
his reformulation of allegory in the The Origin of the German Tragic Drama Benjamin 
11 Craig ONrm, Douglas Gimp, Benjamin IluchloIL Fnal Orion, Gait Day. amongst ahem. 
u It is important to note the distinction between early and Laie Romanticiun. made by many authors, who identify 
early German Romanticism (or the posts known as Jets Romantics). w ith a ptºitowI Meal and critical pre-mal= 
movement with radial and subversive ideas, in contrast with the late Romantics, who artkulaiad the aesthetic 
discourse of the genius and the exix+ession of a transeaxkntal s)lnbol. Maurice Blanchol re marts s: '(... ] contrary to 
the idea that is now current. we observe as well that romanticism (at kart in its fast generation) may be regarded as a 
protest against the turbulence of genius. Not-alit said that %hat is important is not the gift of genius, but the fad that 
genius can be lamed (... J' in 'The Athasacsan'. in his Ae Winite Cornrrsarinrr. Minnesota University 11m. 1 M. 
p. 334. Mtilippe LaaxioLabarthe and Leger-Luc Nancy. in their The t Ucrur, AAsolvre: The Theory of LUcrnrwr in 
Gawksr R mmukism. M imesota University dress. M imeapl is. 1989. remark that ' V1hst is at stale in 'early 
tarnanticism' - in other words the rcnksrrki. r r jJen ,a k>tu 1nic a; pcllation to which we will return - can also 
be 
refcrrad to. at east afist aplxoximaiion, as thnýrrrk-d ru+w. suicisrar. and more precisely as hat we will have to 
examine as the inauguration of the thenºrtka1 pmjcct in litcratum' (p. 2) Laco u-Laharthe and Nancy associate this 
ealy rornarstic theoretical project with the one of modern liteattre. They snarls that the Jena romantics did not call 
themselves romantics in the scene of a'literary school% but used the word ironically (pp, 6-7). 
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uses the itomantic concept or fragment as an opposition to the notion of the symbol as a 
totality: 
It is not possible to conceive ofn starker opposite to the artistic symbol, the plastic 
symbol, the image of organic totality, than this amorphous fragment which is seen 
in the form of allegorical script, " 
The fragment is a philosophical concept and is intimately linked with 13cnjamin's theory 
of allegory. an and criticism. I iere the fragment is identified with writing and allegory. 
it is a concept taken from the theory of art ofcarly German Romanticism. The fragment 
for the Romantics is the solution to a philosophical problem of the presentation of ideas. 
This is also the case in Benjamin. and becomes clear when he argues, in the'Cpistcmo- 
Critical Prologue of Tc Origin of the Gcrmar Tragic Drama, that ideas arc the object 
of philosophical investigation, and their representation is the task of philosophy and art. 
Benjamin defines Ideas, as not derived from phenomena nor a product of the intellect, 
but as metaphysical elements, 'pre-cxistcnt essences. ' Benjamin remarks that although 
ideas arc not derived from the world ofphenomena (from experience), they become part 
of empirical reality in the linguistic form, in the word, which has double meanings, the 
profane and the symbolic (philosophical level). Benjamin argues that the philosopher's 
task is to engage in the reading of the symbolic level, which is the allegorical level. 
in this prologue Benjamin introduces his (early Romantic) concept of criticism, that is a 
philosophical approach to art, concerned with the representation of philosophical ideas 
in individual artworks. Benjamin criticizes the aesthetic historical view which is 
engaged in defining general rules of genres against which to judge artworks. In his 
view, the attention of the critic should not be focused only on the historical contingency 
of the artwork. but in the search for truth: 
S3 Walur Dcnjunin. The CWgim v f& Gcrwkpr Thwk Dry tJ. Vcrso. LaOm &W Ncw York. 1991, p. 176. 
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hic object of philosophical criticism is to show that the function of artistic form is 
as follows: to make historical content, such as provides the basis of evcry 
important work of art, into a philosophical truth. This transformation of material 
content into truth content makcs the decrease in cffactivcness, whereby the 
attraction of carlicr charms diminishes decade by decade, into the basis for a 
rebirth, in which all ephemeral beauty is completely stripped off, and the work 
stands as a ruin. 14 
Benjamin associates the image ofthe ruin, with the dialectical relation between history 
and nature. where history is presented as decaying nature. Benjamin shows that culture, 
history and artworks arc also transient and decay. and for this reason they need to be 
revived through allegorical appropriation, re-articulating their truth content through 
criticism. Benjamin remarks that the Baroque genius is a master of manipulation, and 
his task 'is one ofarranging' material from historical sources, critically reinterpreting 
it. 's It is in this act ofrevival. or'rccycling' ofthe old that the new emerges. The old is 
transformed in this process. because in the melancholic death of its meaning, it becomes 
`exposed to the allegorist, it is unconditionally in his po%vcr. '16 The allegorist 
transforms the meaning of the ('dead') appropriated fragment, in an act of philosophical 
criticism. 
The historical perspective of allegory in Benjamin is also clearly articulated in his use 
of the concept of origin [Urspr urgj: 
The term origin is not intended to describe the process by which the existent came 
into being, but rather to describe that which emerges from the process of 
becoming and disappearance. Origin is an eddy in the stream of becoming, and in 
its current it swallows the material involved in the process of genesis. That which 
is original is never revealed in the naked and manifest existence of the factual; its 
rhythm is apparent only to a dual insight. On the one hand it needs to be 
recognized as a process of restoration and re-establishment, but on the other hand, 
and precisely because of this, as something imperfect and incomplete. '' 
14 Ibid. p. 112. 
is Ibid. p. 179. 
fe Ibid. pQ, 113-1. 
1? Ibid. p. 45. 
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Benjamin argues that the philosophical understanding of allegory is the dialectical 
understanding of its double structure. In the Romantic fragment we also find this 
tension between antithetical ideas and the idea of incompletion. In the d thcrureum 
Fragment 121. Friedrich Schlegel writes: 'An idea is a concept perfected to the point of 
irony, an absolute synthesis of absolute antithcscs, the continual self creating 
interchange of two conflicting thoughts. "The idea/ fragment is conceived in 
dialectical terms, and transcends itself in an endless dialectical dynamic. 'Ideas are 
infinite, independent, unceasingly moving in themselves, godlike thoughts'(Ideal 10). 
This is also true for Benjamin's interpretation of allegory. Talc double structure is a 
dialectical one, that is present in the tension between written and spoken language, 
concrete and abstract words. sound and silence. image and text, world ofdreams and 
reality, and so on. 
According to Philippe Lacoue-Labarthe and Jcan-Luc Nancy' '0 the early work of August 
and Friedrich Schlegel (both were philologists), is concerned with a revival of 
Antiquity. like the Baroque authors. In the Athcnacum2t period, the Schlegels trace the 
tragic and mystical 'vein' of Greek Antiquity which underlies the 'serenity' of Greck 
classical all. Lacoue-Labarthe and Nancy remark that by engaging with these 
contradictory aspects ofGreek art, 'the Schlegcls invent %% hat becomes known (under 
various names) as the opposition of the Apollonian and the Dionysiani22 (later explored 
by Nietzsche). Thus, the early Romantics also regard the production of art as recreation, 
in their will to perform a `synthesis' of the Ancient with the Modern. As Lacouc- 
is Friodrich Schkgtl, Pb"rrkkvl Fr%wwews. University of Minnctota, Minncapo u and Lon don. 1991. p. 33. 
19 Ibid. p. 95. 
20 i'hilippc Lacocrc-Labsrthe and Jwt-Luc Nancy. The LJtenayAbso1ide. The Theory cl/Lttcrrsrw b Gerwkw 
A svkis+a. olk cit, p. 10. 
?t the Az/. r aarww Mas a short Iive d jaanal (179*-1 WO), in which the arty Romantics publWhcd their collective 
tragmcnts. The train authors we c the brothers August and frkdrkh Schlegel and Novalis, but another seven Motors 
and poets oontnöutal to the jocrnaL 
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iabarthc and Nancy explain it, their aim is to remake in the modern mode. the great 
classical work that the period lacks, fulfilling the incomplete aspects of Antiquity. =t 
Among the Carly Romantic authors, Friedrich Schlegel is the most committed to the 
form of the fragment developing it further in his writings. i'or the Romantics the 
fragment is a form of w+Yiting that resists definition, because they conceive writing and 
language as an open and fluid system. According to Rodoiphe Gaschc, the fragment 
emerges from the association of l'ichte's philosophy with a tradition of fragmentary 
writing cmploycd by English and Fncnch moralist writcrs. 24 Gasche cxplains that the 
Romantics articulate the model of the fragment with the problematic of presentation of 
ideas (darstdlwtg) in systematic philosophy. The question ofdarstellung can be 
formulated as follow: 'how can the absolute (infinity) be presented. if presentation is 
finite? 'u The Romantics argue that the fragment is a way to resolve this problem of 
presentation. 
The fragment as a finite clement. makes a claim to present the absolute, but can only 
present it incompletely. Peter Osborne cxplains that by being explicit about its 
incompletion the fragment can present the unprcsentable. The fragment, thus, is not 
merely a broken part of a missing whole, but is a particularization of the absolute, 'it 
makes a metaphysical claim. '`' Thus. the fragment paradoxically presents the infinite 
through its incompleteness. The fragment's recognition of its failure to present the 
absolute leads to an endless process of production of more fragments. This conception 
is radically opposed to the concept of symbol promoted by later Romantics, such as 
22 i'fiilippe Lacourl. alutthe and Jesu-Luc Nancy. The Lftcsssy. l hialidt. The Thy q/lllcrat" In Genrun 
RawuRticism, op. tit, p. 10. 
23 ibid. p. 11. 
24 Rodolphc Gaschg, in'tdcaiity in Fraorenation'. fon: wwd to Schkgd't fl, iknrok%ud Flh4, -menm p. viii. 
25 Pcur osbomc csrlaincti this in a k+c2vnC on Romaruic Acsihttia at the University of A1hldlcscz. on 3111W2001. 
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Coleridge. who saw in the organic totality ofthe symbol the possibility to directly 
prcscnt the absolute. The concept of the fragment clarifies the idea oftotality of the 
organic symbol, because the fragment is conceived as incomplete, but is an individual 
or a miniature system. Schlegel uses the metaphor ofcmbryo to explain the paradox of 
completion and incompletion of fragments: All individuals are systems at least in 
embryo and tendency. '21 
Benjamin uses this concept of fragment in his articulation of allegory and criticism. 
The fragment is the artwork: a finite object, which can be sensibly grasped, but cannot 
be reduced to what can be said about it. In other words, the meaning ofan artwork is 
beyond what can be conceptualized about it. Although artists may use particular objects 
or make statements about specific subjects in the process ofartistic production, the 
meaning ofan artwork cannot be fixed or pinned down definitively by one 
interpretation. Thus, the artwork is limited and finite, but it leads to an infinite number 
of interpretations. 
In 'The Concept of Criticism in German Romanticism, ' Benjamin examines what he 
regards as the epistemological presuppositions that form the basis of the Romantic 
notion of criticism. He identifies reflection as their most important epistemological 
concept: thinking that reflects on itselr, generating more thinking in an infinite process 
which leads to new intuitions. 21 Benjamin shows how the Romantics take the idea or 
reflection from Fichte's philosophy and transforms it in the formulation of their theory 
of art. Benjamin points to Fichte's definition of reflection (in 71w Science of 
Knowledge) as reflection on a form, which has the 'I' as the point ofrenection; and 
25 Sutcmcnt tm1c by Stewart Martin in a{ottur+e on Ronwx; c Aesilxtks at the University of Mistlescx. 
1/10rM2. 
27 Friortricfi Schlegd. Phikxwfirkvt FMwwtr. Atl=actan Ffspmari 242, p. 5 1. 
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notes that Schlegel. on the other hand, focuses on the reflection of art rather than on the 
'I'. As thcnjamin cxrlains: 'The Romantic intuition of art rests on this: that in the 
thinking of thinking no consciousness of the 'I' is understood. Reflection without the 
'I' is a reflection in the absolute of art. ' 29 Ilcnjamin says that SchiegcI's concert ofthe 
absolute is a 'medium of rcflcction'. or a way to reflect. 
Benjamin argues that in the Athenaeum period, Schlegel thinks of art as the absolute 
medium of reflection and notes that this is the basic systematic conception ofthat 
period. Benjamin explains that, because art is a medium of reflection, the task of art 
criticism is the knowledge of the reflective process in the artwork. Benjamin compares 
the engagement with an artwork to the idea of `magical observation' or 
'experimentation' with natural objects elaborated by Novalis. Benjamin argues that the 
knowledge of nature, or all knowledge for Novalis is self. knowledge, which can be 
gained through the merging of two centres of reflection, the observer and the observed: 
'No question put to nature lies at the base ofthis experiment. Instead, observation fixes 
in its view only the self knowledge nascent in the object; or rather it, the observation, is 
the nascent consciousness of the object itsclf. '30 In magical observation there is an 
emphasis on both the subject and the object, in a mediating position between rationalist 
and empiricist priority to the subject and object respectively. Benjamin transposes the 
logic of magic observation of naturcto the reception of art. lie argues that Romantic 
criticism engages with the reflection pros of the artwork. This form ofcriticism was 
an opposition to historical criticism (to which Benjamin reacted against), which 
provided negative judgements of artworks. comparing them to an ideal ofthe genre, or 
215 V1'd1a Iknjsmin, Sckanl Il iitiws. w11.: 000. M1 W-121- 
29 IbiS p. 134. 
301bid. p, 14L 
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an idealized form cxtcrior to the w%oik. 3 
Benjamin promotes this notion of Romantic criticism which does not judge artworks , 
against an ideal, through application ofrulcs or laws. I lc argues that criticism works to 
complete the artwork in its reception by engaging with the existing rcllectivc process in 
the work. The Romantics see artworks as finite fragments, as incomplete in relation to 
the absolute of art, which is an infinite medium ofretkction. Because artworks are 
incomplete, they lead us to an infinite process of rcllcction and interpretation, which 
means that criticism cannot give the last word or fix 'the proper' meaning to a work. 
Benjamin suggests that the more interpretations to a work there are, the closer we 
become to its truth content. It is in this sense that criticism completes an artwork, by 
engaging with the reflective process of its production. 
This discussion is important because this notion ofcriticism is a central idea in 
Benjamin's theory ofallegory and is closely linked to the concept ofthe fragment. 
Criticism is a reflection on form, which is what limits the work, making it a unity or 
individuality. This limitation is necessary, because it is through the finite form of the 
fragment/artwork that we can reflect on the infinite. Allegory is a kind ofcriticism, as it 
appropriates or creatively interprets previous art (or other objects). So, in allegory, the 
criticism is done by the work. as Schlegel explains that 'Poetry can only be criticfcd by 
way of poctry' (Critical Fragment 117). 12 Analogously, art can only be criticized by 
31 Iknjamin opposes the daiucti, #e mcthtad of west ales, used by R. M. M c) er and other aitia, that, according to 
tknjamut w as bsscd an the comparison of anNuis to'cndstan ding rcpreva>aativcs oreach genre, rules and taws with 
which to judge the individual product. And by means of a comparison of the ga s it seeks to discover general 
principles which apply to cve ry work of art. ' In the' Cfiistcrno-Critical Prok'gue, The (ru-i, ajthe Crmin 1h2gic 
Drur+r. a t cit., p. 42. tkntijamin joins Benedetto Cruxes criticism of the dahuctive cunccpl of the gore, remui, ing 
that Croce co nidarrd each artwork, individually. 'furnished with its own rules', and noting that no antw"ai'can be 
tnnshatcd into another', but should be considered philosophically without the intcrfcmroe of the genic. I lore 
Iknjamin cites passages from Ckcioe's The Fºurnx nfAestherk. 
32 Friedrich Schlcgci. Pbilau hk»l Migmaiu, op. cit.. p. 11. 
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way of art. and this is prcciscly the'mcthodoloW of allcgory, as articulated by 
ücnjamin. In allcgory criticism and art become the same thing. 
Benjamin takes the model of the fragment to explain the Romantic concept ofcriticism 
he wants to promote. in which the artwork is the finite fragment, but contains in itself 
the possibility of infinite reflection, which is actualized in the reception. Ilenjamin 
explains that. in this sense. criticism completes the work: 'criticism in its central 
intention is not judgement but, on the one hand, the completion, consummation, and 
systematization of the work and, on the other hand, its resolution in the absolute. 
"' The 
'consummation' ofthe work is in the reception. as it is through the reading that the 
work functions as art: «hen there is a process of reflection. Thus, it is the role of the 
viewer as an active reader that completes the work. 
I find this concept of fragment of fundamental importance for my work in many ways. 
it clarifies the difficulty involved in the representation of nature encountered in the art, 
science and nature debate. Nature in its infinity, can be considered an ungtaspable 
concept, which (some) artists and natural scientists try to reprcscnt in their finite 
discourses. Within their f initudc, artworks (and perhaps also scientific works) are also 
ungraspablc, as Benjamin argues, because their meanings cannot be fixed. So, the 
model provided by the fragment ofthe paradox of prcscntation of the unpresentablc, 
through incompleteness, is very useful to examine the work of both artists and scientists 
engaged in questions of representation of nature. If we transpose Benjamin's concept of 
criticism of art, to the artistic and scientific 'readings' of nature, with further 
interpretations, we may get closer to the 'truth content' of nature. 
3'ibs. a1s9. 
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This concept of criticism with its emphasis on the reception of art becomes an Important 
aspect in the criticism and production of visual art in Carly modernism and 
postmodernism. The close relation of allegory with writing and reading is a key aspect 
for its revival, because it coincides with post-structuralist debates on language that arc 
very influential in the field of contemporary art. The concept ofthe fragment has been 
linked with the openness and indeterminacy of postmodern an, and fragmentation has 
become an important term in opposition to the essentialist notion of the organic symbol 
in later Romanticism and formalist modernism. 
Allegory and Symbol 
While considering German Baroque mourning plays, in the The Origin ofthe German 
Tragic Drama, Benjamin engages with the discussion on symbol and allegory of the 
19th century. Through the reading of die %svrk by the critic Friedrich Crcuzcr (1819), 
Benjamin concludes that the formal definition of the relationship between allegory and 
symbol is given by the category of time. The symbol has a momentary quality. 
analogous to a `mystical instant' %vhen the essence. or meaning'incarnates' form. 
Allegory on the other hand, is identified as a'progression in a series of moments, i34 
where meaning becomes separate from form. because of an excessive accumulation of 
symbols, which become like a text to be read, rather than an image to be contemplated. 
Benjamin notes, then. that access to meaning in allegory is not acquired by an 
immediate perception of form. but that it emerges from the reading of a series of signs. 
34 Creu= cita! by Iknjimitt, in The Orkk f7f0w Gm" 1Yug* Dºmw. q+. cit., p. 165. 
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11ic symbol is identified with the prcscntation of (transcendental) Was through form, 
%%hile allegory has a more conceptual or semiotic character. ilcnjamin explains that the 
strong opposition to allegory is based on its logical or discursive aspect, because for the 
advocates of the symbol. to add an extra meaning to a fonu is regarded as an artificial 
procedure. Ucnjamin cites 5chopcnhaucr's criticism to the conceptual dimension of 
allegory: 
[.,. j wlun, thcrcforc, an allegorical picture has also artistic value. this is quite 
separate from and independent of what it achieves as allegory. Such a work ofart 
serves two purposes simultaneously, namely the expression ofa concept and the 
expression of an idea. Only the latter can be the aim ofart; the other is a foreign 
aim, namely the trifling amusement o scarving a picture to serve at the same time 
as an inscription. as a hieroglyphic... 
Thus allegory was seen as a structure with a conventional relationship between an 
image and 'foreign' abstract concepts attached to it. In order to join the series of images 
and symbols to interpret allegorical works, a conventional 'code' or'prctext' was used. 
Allegory in the visual arts in the Middle Ages had the Bible as the main 'pretext. ' In 
the Renaissance, allegorical painting still referred to the Bible, but also to mythological 
stories while interest in Egyptian mysticism bccamc very fashionable, and represented 
important source material for many allegorical paintings. Benjamin explains that the 
Baroque allegory was different from medieval allegory, that was Christian and didactic, 
arguing that Baroque allegory descended (as the allegory ofthe Renaissance) from 
Egyptian and Greck antiquity, and was the product of'a combination of artistic freedom 
(Greeks) and artistic constraint (Egyptians). '-16 Renaissance and Baroque artists were 
interested in the enigmatic and esoteric aspects of allegory. the mysterious message of 
antique wisdom encoded in the hieroglyphs. 
3s Ibid. citcd by lknjamiq. M 161.2, 
"61bid. p. 169. 
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Abrecht t)iircr's /lierog/t/phic image cif Emperor %fa imi/icon (1 515). is an c ampIc in 
the I 6th century v istial arcs of the interest in Fg) ptian 'pictorial language. ' According 
to Benjamin. his work anticipates a Baroque scnsihilit\. I-lie image of the emperor is 
surrounded h\ a condensation of animal-signs to be read. I: r%%in Panokk\ decodes the 
message: 
Maximilian (the Emperor himself -a prince (dog draped %%ith stole) of great piety 
[star above the I-: mleror's cro%%n]. most magnanimous. pxºN+crful and courageous 
(lion). ennobled hý imperishable and eternal fame (basilisk on the I-mperor's 
crown). descending from ancient lineage the sheaf of papýnis on N%hich he is 
seated). Roman Emperor (eagles embroidered in the cloth of honourl, endowed 
%%ith all the gifts of nature and possessed of art and learning Ide%% descending from 
the sk% 1. and master of a great part of the terrestrial globe Isnake encircling the 
scepterl - has %%ith N%arlike N irtue and great discretion (hull) on a shining victory 
(falcon on the orb) over the mighty king here indicated (cock on a serpent, 
meaning the king of I=rancel. and therchý %%atchfullý protected himself (crane 
raising its foxºtl frorll the stratagems of said cncmý. %%hich has been decreed 
impossible If* et %%alking through eater M thernsek esl hý AI mankind. " 
37 Ir-ºin Punofsl, %. 77u" 7-iJc and Ar1 oI A/Anrh! Purer. Pnncctixi t'nivcrsit-* Prim. Pnnýrtot, N 1., I955, p. 177. 
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In the example above, images function as words, and their reading in the Renaissance 
and Baroque periods was made possible through the knowledge of conventional 
symbols (in this case, based on the 'I licroglyphica of l lorapollo')" to represent abstract 
qualities attributed to the emperor. So, the message is publicly displayed, but its 
meaning is hidden, and can only be decoded by the 'initiated' vicwcr who has access to 
the code. The reception of the artwork follows the logic of the religious Egyptian 
hieroglyphic, in which mysterious wisdom is simultaneously openly displayed for 
everyone, but protected by a secret code. Thus, access to meaning in the allegorical 
artwork is associated with a conventional code. Allegory is dismissed because of this 
conventional mode of expression. 
The important contribution made by Benjamin to the discussion of allegory, is the claim 
that the allegorical level of meaning in the Baroque and modern artwork is not 
conventional, but is philosophical. According to Benjamin, the meaning in allegory 
emerges through a close reading of the dialectical structure of the work, instead of 
derived from a conventional code for interpretation (without the help of the rules of the 
genre, for instance). Benjamin articulates the dynamics of the allegorical work as a 
dialectics of expression and convention, which is analogous to the religious dialectic of 
divine and profane content: `[... ] all the things which arc used to signify derive, from the 
very fact of their pointing to something else, a power which makes them appear no 
longer commensurable with profane things, which raises them onto a higher plane, and 
which can, indeed, sanctify them. Considered in allegorical terms, then, the profane 
36 According to Rudolf w ittkowcr in Allegory amp the Jifigruti n of S), nbols. Thames &I Judson. Londo % 1977. the 
-1lieroglyphica of I lorapollo' was a Greek manuscript from the fifth century. that appeared in Florence (in 1422). It 
was alleged to be a translation of an Egyptian text which explained the meaning of hieroglyphics. Wiülower 
explains that although it didn't provide a correct interpretation of the Egyptian hieroglyphics, it had a great impact on 
Renaissance thought. It was also one of the inspirations for emblem boos. which became a popular literary genre in 
the 16th century. 
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world is both elevated and dcvalucd'39 Thus, Benjamin demonstrates that allegory is 
constituted of two opposites: expression and convention, explaining that 'allegory of the 
seventeenth century is not convention ofexpression, but expression ofconvention, ' that 
is the same as the expression of authority. He argues that, analogous to the religious 
object, where the power to signify conics from the religious authority, and not from the 
object itself; the power of the Baroque artwork to signify comes from the authority of its 
classical origin. 
Benjamin also links the authority of expression with spoken language, and convention 
with allegory and religious writing, which implies a 'correct reading. ' The reception of 
the artwork involves the decoding of the message, like in the hieroglyphics, involving a 
'conflict between sacred standing and profane comprehensibility. '40 It is lure that the 
image becomes intertwined with writing: in the hieroglyph, the images function as text, 
they become words to be read. In other passages, Benjamin remarks that text also 
functions visually, as allegorical language is full of figures of speech. lie observes this 
dialectic of image and writing in the mixture of abstract concepts and concrete words in 
the titles of some Baroque plays such as Poison of J'aingloq, Cedars of Innocence, 
Blood of Friendship. Ile sees these visual and textual polarities oral lcgory as a 
dynamic structure, where the opposites give rise to a dialectic which is not resolved in a 
stable synthesis: '[it is] a synthesis not so much in the sense of a peace as a treuga dei 
between the conflicting opinions. '1' Thus, Benjamin proposes an infinite dialectic play 
between the polarities, which does not find a permanent closure in a stable or fixed 
synthesis, but only a temporary solution. 
39 ßrnjamin. in The Origin of the German Thagic Dramtop. cit. p. 17S. 
i0lbia. p. 17S. 
41 ibid. p. 177. 
49 
Benjamin claims that the rejection of allegory by its critics is based on their 
misunderstanding of its dialectical dynamic; it is mistrusted as ambiguity. lie quotes 
Cohen: 
the basic characteristic of allegory, howcvcr, is ambiguity, multiplicity of 
meaning; allegory. and the Baroque, glory in richness of meaning. But the 
richness of this ambiguity is the richness of extravagance; nature, howcvcr, 
according to the old rules of metaphysics, and indccd also of mechanics. is bound 
by the law ofcconom1. Ambiguity is therefore always the opposite of clarity and 
the unity of meaning. 2 
Thus the fragmentation of the written language, the disjunction between signifier and 
signified found in allegory is the basis of its rejection. in favour of the unity and clarity 
offered by the Romantic symbol. 
Benjamin claims that the controversy around the opposition of symbol and allegory is 
based on a misconception of the symbol. This is because there is an ambiguity in the 
interpretation of the concept of symbol in late Romanticism. For the German Romantic 
poet Friedrich Schlegel, 'the symbol is a part that contains the whole, striving for 
meaning, but failing to achieve it, '43 as we have seen in the concept of the fragment. 
This philosophical view of early Romanticism contrasts with another Romantic 
(dominant) account of the symbol as an organic totality, articulated by Coleridge, which 
is, according to Benjamin, derived from a misinterpretation of the theological symbol: 
The unity of the material and the transcendental object, which constitutes the 
paradox of the theological symbol, is distorted into a relationship between 
appearance and essence. The introduction of this distorted conception of the 
symbol into aesthetics was a Romantic and destructive extravagance which 
preceded the desolation of modern art criticism. " 
42 Ibid. I lermann Cohen cited by Benjamin, p. 177. 
43 As Peter Osborne explained in a lecture on Romantic Aesthetics at the University of Middlesex. 31/10/2001. 
W Benjunin The Origin of the German Tragic Dry op. cit., p. 160. 
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Ilhc formalist tcndcncy in 19th century Romanticism was identified with 'high 
modernism' (Expression theory). because both regard the symbol as a form which givcs 
direct access to meaning (essence). Fred Orton argues: 
For Coleridge, a symbol was a consubstantation of the truth it conducted. In the 
modern epoch it becomes a work of art that carries feeling or a state of mind from 
its creator to its reader or bcholdcr. The Modernist or dominant theory of modern 
art is a variation on the theory of the symbol and the Romantic ideology of art as 
the manifestation of genius, of creative powers that lie beyond the reach of mere 
craft, learning or applied technique. Clement Greenberg is )Modernism's 
Coleridge 43 
Thus, the organic symbol and the modernist expressive work, offer an account of 
representation that tries to do away with the linguistic level of meaning; but this is not 
possible because nothing can be directly symbolic, as it goes through the process of 
signification. The symbol stands in a dialectical relation with allegory, because of its 
rhetorical aspects, as Orton remarks: 
The tropcd and figured character of the symbol always disrupts its symbolic form 
and so provides it with a negative moment which works against its symbolic 
effect and the claims made in virtue of its transcendence by forcing to mind the 
constitutive gap that there is in language between words, or visual images, and the 
reality or experience of reality that they try to evoke 4' 
Allegory makes explicit this gap between meaning and form, between an experience or 
feeling and its representation through art. Such disjunction is clearly articulated by 
Benjamin: 'In the context of allegory the image is only a signature, only the monogram 
of essence, not the essence itself in a mask. '47 Thus, the `essence' does not coincide 
with the form, as in the fragment, the form fails to present the totality (essence) directly, 
and it is because of this disjunction that the artwork leads to an infinite number of 
possible interpretations. 
45 Fred Orion, In his Flgw ingJmpcrs Johns. Reaktion Books, London, 1994. p. 201. 
46 Fred Orton, 'Out of rime', unpublished papa pnesrnted at the College Arts Association Annual Conference, New 
York, February 1994, cited by Gail Day, in her Politicd 7)%wgform, uioau and the Proakes of Crltural Neguzkm In 
CavemporaryArt Theory; PhD thesis, Lends University, 1996, it. 225. 
51 
Allegory and Deconstruction 
While Benjamin articulates the double structure of allegory as a dialectic dynamic, Paul 
dc Man articulates these antinomics as deconstruction. Deconstruction is a term 
difficult to define because it is based on the idea that language is a fluid medium in 
which meaning travels incessantly without the possibility of finding a def initc point of 
rest. This is similar to the early Romantics notion of language. Deconstruction is not a 
method in the sense that it follows a set of rules, but can be thought of as a kind of 
method, as suggested by Dcrrida in his essay 'Living on: Bordcrlines. '« Derrida 
describes deconstruction aspas de methode, a word game in French, meaning at the 
same time not method and a methodological step. Deconstruction is a specific reading 
of text, without approaching it with a preconceived methodology. In this way, 
deconstruction is close to Benjamin's idea of criticism, which deals with each work 
without comparing it to the rules of a genre. In deconstruction, it is through a close 
reading of the structure of a particular text, that its meaning is revealed. Deconstructivc 
reading aims at surfacing the `unconscious' of the text; that is, the foundational 
concepts upon which the text is built, which may have been suppressed (either 
consciously or not), by the author, but arc structurally present in the text. Thus, 
deconstruction is also concerned with the double structure of works, and the 
interpretation of their literal and allegorical meanings. 
According to Derrida, the task of deconstruction is to rethink the conceptual foundations 
of the Wcstcm tradition. Dcrrida says that Western thought is structured, since Plato 
and Aristotle, in terms of binary oppositions, in which there is always a privileging of a 
471bid. p. 214. 
b Jacques Dcnida. 'Living on: Bonlcrlines'. true. J. l lulbat. in 1L Bloom et al. (ait). Deconstruction and 
Criticism. Scabwy Press. New York. 1979. p. 96. 
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term over another. Derrida, in Of Grammatolvgº, argues that the concept of speech is 
privileged over the concept of writing in the Western tradition. lie writes that Western 
thought is governed by the idea of a stable or essential meaning, that is ultimately fixed 
by a 'transcendental signifier', which is the logos in the logocentrie view of the world. 
This desire for a single, fixed and 'authoritative centre' is close to the desire for the 
unity of essence and form that we find in the later Romantic symbol. 
Benjamin's questioning of the capacity of the symbol to directly present an 'essence, ' is 
a line of thought which is continued by Paul dc Man's dcconstructivc articulation of 
allegory. In his essay 'The Rhetoric of Temporality' (1971) de Man deconstructs the 
polarity allegory and symbol, by showing in the literary work of the Romantic poets 
how their supposedly direct and immediate apprehension of nature is mediated by 
certain traditions in the language of poetry. Dc Man starts by noting that allegory and 
symbol were synonymous for a long time, and their opposition emerged in the latter 
half of the eighteenth century, with the development of a Romantic aesthetics that 
valued the symbol above all other figures of language. lie refersto l fans-Georg 
Gadamer's (1960) analysis of late Romanticism in German literature (Goetlie, Schiller 
and Shelley). Gadamcr argues that the privileging of the symbol by those poets is based 
on the idea of unity between an experience and its representation, and it is through the 
work of the genius that his experiences are transformed into general truth '9 This 
mystification of the self in the discourse of the genius is directly related to the claim of 
the symbol to a unity between signifier and signified. A critique of the mystification of 
the self forms the basis of Paul de Man's argument. 
42 Paul do Man is referring to a discission by Gadamer on this subject. in do Man's essay 'The Rhetoric of 
Temporality, in his Blindness and lnrF t: Essays in the Rhetoric of Contcinp rary Critktsm. University of 
Minnesota Press. Minneapolis and London, 1983. pp. 188-9. 
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Paul dc Man argues that it is because of this mystification of the self, that a pseudo 
dialectic between the self and nature is established leading Romanticism to an impasse: 
if, on the one hand, the focus of Romanticism is on the subject, then it is criticized by its 
solipsism; on the other hand, ifthe focus is on nature, then it is accused or a nostalgic 
longing for an unreachable past S° Dc Man remarks that this is not a real dialectic but a 
contradiction that started with a misconception of the symbol: 'I... I we should make 
certain that we have indeed been dealing with the main Romantic problem when we 
interpret the Romantic image in terms of a subject- object tension. For this dialectic 
originates, it must be remembered, in the assumed predominance of the symbol as the 
outstanding characteristic of Romantic diction, and this predominance must, in its turn, 
be put into question. '" So, the concept of the symbol is identified as the unstable point 
of the Romantic discourse, and dc Man sets off to deconstruct it Ile starts by 
questioning the distinction made by Coleridge (in The Statesman's Manual, published 
in 1875, written in 1816) between symbol and allegory. Coleridge dismisses allegory 
for its 'immateriality, ' its tendency to abstraction and lack of substance, but at the same 
time characterizes the symbol as 'translucence. ' Dc Man dissolves the false opposition 
of symbol and allegory by revealing their similarities: both modes share a 
transcendental source. This fundamental common ground between the two is 
systematically overlooked in the reception of Romantic works by critics and poets in 
their promotion of the symbol. 
Dc Man claims that allegory is structurally present in the Romantic work:, but this aspect 
is suppressed by criticism. He suggests that the influence of Coleridge's conception of 
the symbol on English and American criticism has caused the study of metaphor and 
imagery to be privileged over metrics and thematic considerations (which are related to 
50 Ibid. p. 198. 
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allegory). De Man analyses the reception of the Romantic poetry by critics such as 
William Wimsatt, Meyer Abrams. and Earl Wasserman, who side analogy with allegory 
in reference to the paysage moralist; (moralized landscape). According to de Man, they 
argue that in allegory, analogy is what links mind and nature in contrast with the 
monism and unity advocated by Coleridge where `Nature is made thought and thought 
nature. ' 52 
The same claim to subject-object synthesis is found in French Romanticism, as dc Man 
points out. I icrc, through a close reading of Rousseau, de Man reveals the allegorical 
presence in the structure of the novel La Nouvelle Ilclolse. According to de Man, the 
central emblem of the novel is the garden of the character Julie, in which dc Man rinds 
explicit literary allusions to Defoe's Robinson Crusoe and the Roman do la Rose, as 
well as making parallels with the image of the garden in medieval literature. So, dc 
Man shows that Rousseau is not expressing his immediate feelings for a specific 
landscape, but is making use or a figural language from an `inherited typology's from 
French literature. Similarly, in the reading of some passages of Wordsworth's poetry 
(`crossing the Alps, ' `the ascent of Mount Snowdon, ' 'poems on the river Duddon'), dc 
Man also identifies the influence of a 'traditional and inherited typology', instead of a 
spontaneous engagement with a specific site. 34 
The question here is related to the mystification of the self, with a denial of influence 
from a literary tradition, in order to claim a certain priority and immediacy to self- 
expression. But the problem is that the process of signification gets in the way of self- 
St lbw p. 198. 
52 Ibid. Cokridgc cited by do Alan. p. 195. 
63 'Inherited typology' Is a pejorative tam used by Abrams to refer to culturally received literary traditions. in his 
defence of the Romantic symbol. Mhich related to the spontancotn feelings evoked by a specific locality and did not 
make use of an inherited typology. 
54 Ibid. pp. 204-207. 
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expression. This avoidance or negation of influence is a consequence of the discourse 
of the symbol, genius and originality. Dc Man argues that allegory by being open about 
its sources, '[... ) designates primarily a distance in relation to its own origin, and, 
renouncing the nostalgia and the desire to coincide, it establishes its language in the 
void of this temporal difference. "33 Ilius, in allegory the disjunction between signified 
and signifier is made explicit by this temporal distance and awareness of the 
'interference' of language in the'encoding' of a meaning. l'aul do Man articulates the 
temporal disjunction in the structure of allcgory, in tcnns ofthe incompletion and 
failure to directly signify, that is the model ofthe fragment: 
The idea of totality suggests closed forms that strive for ordered and consistent 
systems and have an almost irresistible tendency to transform thcrosclvcs into 
objective structures. Yet, the temporal factor, so persistently forgotten, should 
remind us that the form is never anything but a process on the way to its 
completion... Understanding can be called complete only when it becomes aware 
of its own temporal predicament and realizes that the horizon within which the 
totalization can take place is time itsclf. -56 
Thus, the fragmentary form is a 'process on the way to completion', close to Schlegel's 
idea of system as an 'embryo' incomplete but becoming complete in the rcccption 
through endless interpretations, as Benjamin argues. The allegorist is simultaneously in 
the place of reception and production of artworks, recreating the old, inherited from an 
cxisting `typology; in a proccss of philosophical criticism. 
The deconstructive approach to allegory is discussed in contrast to the dialectical one, 
by Gail Day in an essay entitled `Allegory: Bct«ecn Deconstruction and Dialectics. 's? 
Day focuses on the opposition of dialectics and deconstruction identified with the work 
of Walter Benjamin and Paul dc Man. Day argues that the correspondence of those 
56 Ibid. p. 207. 
sa Paul do Man, 'Form and Intent in the American New Criticism, ' BllnJiwu and 1, uL s: E. ssoi in the Rhetoric of 
CanrcmpororyCritkiim. scco d edition, Minnesota University I'rtsa, Minneapolis. 1983, pp. 31-32. 
57 Day, Gait; 'Allegory: Bctwccn Deconstruction and Dialectics', OjvW Art Jow7kA v 22. n 1.1999. Wad 
University Press, pp. 103-118. 
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positions to these authors is not as clear as it first appears. Paul de Man's critique of 
premature synthesis of contradictions (sublation) in dialectics is regarded by Day as 
simply a refusal to closure ofthe dialectic, a position that is part of the traditions of 
dialectical thinking. Day also traces the vestiges of l Icgelian and 1 ieideggarian 
influences in dc Man's account of deconstruction. On the other hand, Day is suspicious 
of Benjamin's dialectical position, which is clearly stated in the Origin of the Gcrman 
Tragic Drama. Day shows that Benjamin also refuses to provide a `dialectical solution 
to allegory's antinomics. 'ss Instead, she explains that the synthesis Benjamin proposes 
is always contingent, a temporary suspension of the tensions of extremes, which will 
again resurface. This process is very similar to the constant dynamic of deconstruction, 
which will always lead to further deconstructivc readings. Day demonstrates that both 
deconstruction and dialectics will keep the interplay of polarities as unresolved: this is 
the important point. In the dynamic of the fragment we find the same level of 
indeterminacy described by Day, because the finite and incomplete nature of the 
fragment leads to an endless reflection and interpretation. The open dialectics of 
Benjamin, and dc Man's endless deconstruction are different ways to articulate the 
infinite play of antithetical ideas of the fragment as Schlegel describes it. 
Allegory and the Avant-garde 
In the political and anarchic radicalism of the historical avant-garde (1910-30), we find 
many parallels with the irreverent and revolutionary spirit of the early Romantics in the 
Athenaeum period (1798.1800). lacouc-Labarthe and Nancy refer to the Athenaeum 
58 Ibid. p. 117. 
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group as'the f irst avant-garde group in history. " Around the Athenaeum journal, 
gathered a kind of'community' of intellectuals and their lovers (officially, around ten 
people), described by Schlegel as a secret society. with a behaviour that defied the 
bourgeois moral principles of the time 60 Many aspects of their modes of expression 
can be found in the Dada and Surrealist movements, such as the use of the manifesto, 
belief in the freedom of poetry and a tendency to collaboration. The Romantics 
promote the notion of collective writing. and theAthcnacum Fragmcrnts consist or a 
collection of unsigned and collectively written fragments. In the anti-artistic tendency 
of the avant-garde we also find this critique of conventional notions ofauthorship and 
attacks on the values of bourgeois society. In their critique of the institutions of art, 
avant-garde artists intend to cease the production of art, and engage with the 
acsthcticization of life. This attitude is similar to the one we find in the Romantics, 
when Novalis says that the world must be Romanticized. " There arc many similarities 
between the ideas of the two groups, but perhaps the appropriation of the concept of the 
fragment is the most important one from the point of view of my investigation. The 
Romantic fragment emerges in the avant-garde work as montage, a procedure which 
disrupts the notion of totality of the symbol, typified in the aesthetics of the 'organic 
artwork. ' 
Peter Bürger in his Theory ofthe Avant-Garde claims that the idea of the non-organic 
artwork is realized by the avant-garde, and that it is Benjamin's experience of avant- 
gardiste works that led him to develop his concept of allegory62 Bürger argues that 
avant-gardistc procedures and allegory's fragmentary nature are both in opposition to 
50 Philippe Lacoue-Labarthe and Jean-Luc Nancy, The Lire Y Absolwe. The Theovy ojIitemtwe In German 
Rornaruieisn, op. cit, p S. 
60 Ibid., p. S. 
61 Cited by Maurice Blanchot, in 'The Athenaeum', in his The hgfinite Camrrsatür, Minnesota University Press, 
1990, p. 356. 
58 
the totality of the organic symbol. The technique ofmontage is identified as an 
allegorical gesture, which encapsulates the idea of recontcxtualization of appropriated 
fragments, with the positing of new meaning in the avant-garde work. The avant- 
gardiste approach to material differs from what Ilürgcr calls the classicist attitude, 
which is concerned with the creation of organic artworks: "1ltic classicist 
correspondingly treats the material as a whole, whereas the avant"gardiste tears it out of 
the life totality, isolates it, and turns it into a fragment. '63 Bürger says that this 
fragmentation ofthe totality ofthe organic work is the realization In the artwork ofthe 
radical avant"gardiste intention to destroy art institutions. " 
The concept of montage exemplifies the connection of the avant-gardiste work with life 
and allegorical fragmentation. The aim of the avant-garde is to destroy the traditional 
aesthetic art object; and their object of interest becomes real life and society. Barger 
explains that by appropriating fragments of newspapers, adverts and non-artistic 
materials into their practices, avant-garde artists engage their artworks with contingent 
elements of life. Barger makes a distinction between the montage (Papiers coleys) in 
cubist paintings and John Neartfield's photomontages, by arguing that the aim of the 
cubist painting is to create an aesthetic object, while Heartfield's photomontages 
are first of all political weapons. Bürger puts an emphasis on this difference of 
intention, and seems to favour the political over the aesthetic in his discussion of avant- 
garde works. He remarks that in Pablo Picasso's cubist collages, the insertion of 
newspaper cuttings brings reality fragments into the work, and suggests that the aim is 
to transform the bits of the world into art. Barger notes that the fragments disturb the 
62 i'+csct E3ürstr. 7heoryof tbe. 4vart-GsJe, tnnslatc+d by Mkhad Shaw, Univcrsity otMinncsata, Minneapolis. 
1989, p. 68. 
tti Ibi& p. 70. 
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notion of the organic whole, as the painting doesn't point to reality outside, but presents 
it directly. 
"' A74 
I 
S. Pablo Picas o. 1912. pasted papa and charcoal 
47 x 62.5 cm. Modena Muacet. Stockholm 
Borger contrasts the political photomontage in the work of the Dada artist John 
Heartfield with the aestheticizing tendency of the cubist collage, arguing that I leartfield 
radicalises the idea of engaging with life, by not producing art, but by using his artistic 
skills for political propaganda. Borger regards this as a more radical way of questioning 
and reacting to what was happening in the world and the society the artist was living in. 
Heartfield's aim is clearly not to produce artworks for an art market. This can be 
observed in the circulation and distribution of his work, as the main outcome of his 
practice is destined to Dada manifestos and publications, political magazines and 
newspapers. In the 1930s, he produces many front covers for the anti-Nazi newspaper 
AIZ (Arbeiter-111ustrierte Zeitung), and devotes his career to criticizing the Nazi party. 
Borger presents Heartfield's work as an example of the Dada's radical destructive 
attitude towards art, to which art should end, and the artist's role should be concerned 
with a critique of society. Borger compares Heartfield's use of image and text with the 
(a) 
structure of emblem hcxoks. `6" I Icarifield appropriates the discourse cif the Nayi party. to 
subvert their intended message through the use of clever visual puns. intertwining image 
and text. 
In July 1932 1leartlield produces the famous anti-I litlcr poster for the Communist party 
elections. Adolf the Su/x"rmun: Sis"cal uws Gold and Spouts Junk (which refers to a 
'pretext, ' a French Revolution popular print). It is a witty comment on the financial 
support that Hitler was receiving from wealthy industrialists who feared Germany 
would vote for a Communist government. In this work I leartficld uses the power of' the 
images to instigate a reflection and a critical assessment of what was happening in 
Germany. The meaning that emerges from this combination of image and text is much 
stronger than the simple enunciation, which states that this is about industrialists giving 
money to Hitler. The figurative language used. reverses the metaphor of the alchemic 
power to transform matter into gold. Hitler is not Midas. and his power is a destructive 
one, it transforms what he touches into junk. The meaning of the political message is 
made more powerful through the form in which it is presented. Heartf ield uses 
allegorical strategies of intertextuality, montage and sensitivity to context, in a similar 
construction to hieroglyphic compositions of the l 6th century. but where the code for 
interpretation is given by the political context in which the work is produced. Ilearifield 
builds his images by manipulating appropriated fragments and arranging them to serve 
his purposes. Thus, it is through this interplay between its formal and discursive aspects 
that the work operates. 
as 
Most pages of a typical emblem book consisted of a title, a picture, and a slap poem that explained the allegorical 
meaning of the image named in the title and shown in the picture. 
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After Hitler's victory in the elections. Heartfield continued his critique of Nazi ideology 
from abroad. In Dialogue at the Berlin Zoo, 1934. I leartfield ridicules the perverse use 
and distortion of science by Hitler, to justify his project of ethnical extermination that 
followed. By using humour. Heartfield conveys a serious warning and important 
critique. The tension between the terror of the Nazi power and the humorous aspect of 
the image, is what makes the work a dialectical dynamic, and the viewer is captured in 
this impossible situation between laughter and dread. The text which accompanies the 
image is a conversation between the animals. The monkey is reading the anti-semite 
newspaper Der Sturmer: 
MONKEY: I read in the paper that some people think Jews are animals, and so forth. 
Does this mean they will soon be put into the zoo with us? 
MARABOU: Phoo! The Jews will be put on church steeples-that's much more clever! 
MONKEY: But tell me why. 
MARABOU: Because the Jews are the best lightning rods. 
(iZ 
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As Bürger argues, the use of the fragment by Picasso and Heartfield was very different. 
Picasso can be inserted into an aesthetic and formalist tradition which developed in the 
direction of abstract expressionism. The semiotic or more conceptual use of imagery in 
the photomontage of Heartfield, is similar to the experimental approach of the neo- 
avant-garde artists of the sixties and seventies. But this division is not a 'clear cut' line, 
and the formalist and semiotic polarity can be understood as tendencies simultaneously 
present in the works, but only with a certain level of predominance of one over another. 
We should not have to repress or overlook the formal aspects of Heartfield's work, 
because it is through the manipulation of imagery and articulation of structural elements 
that the meaning of the work emerges. It would equally be a mistake to regard the 
aesthetic collage of Picasso as a work disconnected from its historical and social 
context. 
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Benjamin I3uchloh also regards montage as an allegorical gesture. " huchloh focuses 
on a later (Marxist) version of allegory in l3cnjamin's'fragments' on Baudclairc in The 
Arcades Project, where Benjamin explores the relation between allegory and the 
commodity. As I have explained, Benjamin remarks that in the Baroque dialectics of 
the religious and profane object, there is a devaluation involved in the process of 
signification. This devaluation of objects is comparable to the commodification of 
objects in the capitalist mode of production, which devalues objects from their use value 
in favour of their exchange value. Buchloh transposes this idea of allegorical 
devaluation, to the discussion of postmodern artworks, which appropriate mass- 
produced objects. When incorporated in the structure of artworks, the mass-produced 
object suffers a second devaluation, loosing its value as a commodity, in order to gain 
another symbolic value as art. 
ßuchloh argues that the procedure of montage in the avant-gardiste artwork shows 
allegorical strategies such as the dissolution of the linguistic sign (separation of signifier 
and signified), appropriation and fragmentation. lie thinks that the most radical 
examples ofallegorization are found in Marcel Duchamp's ready-madcs, because they 
negate the traditional construct of the artistic sign (the originality of the artist's unique 
touch, and the importance of aesthetic form). By appropriating mass-produccd objects, 
Duchamp suspends their usual mundane meanings when presenting them in the context 
of the museum or art gallery. In this way, traditional ideas of authorship and originality 
disappear from the artwork. The question of the artistic value of the appropriated object 
doesn't point to its form, but to its conditions of reception. Thus, the meaning of the 
work doesn't come from the artwork itself, but from its `frame' as art, provided by the 
ea Benjamin Buchlok in an essay entitled 'Allegorical Ptocedwcs Appropriation and Montage in Contemporary 
Att'. Artfanon. September. 1982. rtfcrs to Ansgar I Iii lach's (1976) the orising of montage in the avant-game of the 
I9: 0s in relation to Walter Benjamin's concept of allegory. 
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l3uchloh looks at the implications of I) uchamp's reads-madcs to the art of the It)(, tºs 
and 1970s. noting that appropriation and montage become the basic procedures since art 
is no longer concerned %%ith creation but %%ith the appropriation of fragments of the 
Horld for allegorical interpretation. American Pop Art's use of images from mass 
culture are regarded h% Buchloh as a 'successful s\nthesis of relativc radicalit and 
relative comentionalit. '6- This amhiguitiý is precisely the point that Benjamin makes 
sthen he refer's to allegon as a dialectics bct%%ccn 'expression of convention' and 
'con ention of expression. ' Buchloh notes that Robert Rausehenherg and Jasper Johns 
appropriate and incorporate images from mass culture in their paintings from the 1950s, 
but argues that they still present some degree of craftsmanship and mdis idual gesture. 
Buchloh regards this as a far more conventional approach than the radicalism of the 
unaltered I)uchampian ready-made. Yet, it is precisel this amhkalent attitude hetkecn 
67 Buchloh. Rcnjamin, Allcbtxiial l'nxcdur+cs: Appn>Exiation and 41(xnaKc in Contmpcxxrý Art, ' op crt .p 
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the personal and the mass-produced that make their art allegorical, as argued by I'rcd 
Orton 68 I Icre, similarly to Borger. I3uchloh reveals an anti "acsthcticism that was 
characteristic of the postmodcm discourse around allegory, revived as a reaction against 
formalist modernism. Such anti "acsthcticism privileges the discursive and political 
aspects of postmodernism with allegory. against aesthetics and modernism, which 
became associated with the symbol. 
As part of the debate on allegory in the 1980s, Craig Owens published his essay 'The 
Allegorical impulse: Toward a Theoryof Postmodernism' (1980). In this essay Owens 
links allegory with postmodcm art and post-structuralist theory. In his analysis of the 
allegory and symbol opposition, Owens traces the historical links between allegory and 
modernism, arguing that the allegorical aspect of modernity was in fact repressed by 
formalist theories that favoured the symbol (expression theory). Owens demonstrates 
that allegory was in fact only repressed by criticism, but was structurally present in 
modem artworks. This argument in the visual arts parallels Paul dc Man's critique of 
Romantic poetry. Owens makes reference to the first avant-garde (1850s onwards) in 
which Courbet and Manet break: with the conventions of past classicist art, but at the 
same time use some allegorical strategies, such as the manipulation of historical 
sources. The connection of allegory and modernism becomes even more evident when 
Owens refers to theories of modernity of Benjamin and Baudclairc. 
Baudelaire defines modernity as a combination of two contradictory elements the 
transient and the eternal: `the transient, the fleeting, the contingent; it is one half of art, 
the other being the eternal and the immovable. '69 For Baudelaire, it is because the 
as Fred Orion, In Figuring Jasper Johns, op. cit, pp. 11.13. 
eo ßaudciairc 'The Paints of Modem Ufc, ' cited by Craig Owens in his The Allegorical Impulse Toward a Theory 
of Pasiznodcmism. ' In Beyond Recognftim Relwnenta&m, Powerwrd Cuttr". op. cit, pp. 60. 
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modern is fleeting that it needs to be rescued for ctcrnity by art, at the same time, 
Daudelairc also attempts to recuperate the classical (eternal), through modernity. 
'distilling it from the contingent. ' This can be rcgardcd as an allegorical attitude, since 
in Benjamin's concept of modernism thcrc is a superimposition of the modern with the 
ancient and classical. 
Thus, by referring to these allegorical aspects of modernism, Owens demonstrates that 
the allegorical 'seed' is present in the beginning of modernism, but it is suppressed by 
criticism because of the discourse of the symbol. In the Origin of the German Tragic 
Drama, Benjamin argues that the suppression of the allegorical is analogous to the 
suppression of writing in favour of speech. Benjamin's discussion of language and his 
reflections on the discursivity of allegory provide the key to its importance in relation to 
the postmodern debate. At the end of the 1970s and the early 1980s the general 
theoretical concept of postmodernism emerges in criticism. It engaged with artistic 
practices from the 1960s onwards that developed a semiotic and discursive approach to 
art. In Owens' words: '[... ] the allegorical impulse that characterizes postmodernism is 
a direct consequence of its preoccupation with reading. '" Linguistic and semiotic 
interpretations of meaning instead of sensibility to form become the main ground of 
signification of artworks from this period. It is for this reason that allegory becomes 
linked with postmodernism and the symbol with modernism. 
Owens sees some strategies used by neo-avant"gardiste artists as allegorical gestures, 
such as appropriation and site-specificity. Owens reads the (most of the time 
underwater) site-specific work by Robert Smithson, the Spiral Jcy, as an allegory. 
Owens links the concept of site-specificity with the Bcnjaminian notion of the ruin, 
which represents the history and nature dialectics, in which 'the works of man arc 
70 Craig Owens in his 'The Allegorical Impulsc Toward a Theory of i1c>susnodcrnism, ' in ßc7vm! Rcrq, "nJttar. 
Repºesrntatiam Power and Wt, a+e, op. cit., p. 74. 
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reabsorbed into the landscape.. 71 Owens regards site-specific works as close to 
prehistoric monuments such as Nazca lines and Stonehenge. This notion of site- 
specificity as a ruin is more appropriate for land art, rather than to site-specificity in 
general, because not all sites are in the landscape and becoming gradually absorbed by 
it. Yet, the sense of ephemerality associated with the ruin, can be extended to other 
kinds of site-specific artworks that intervene in urban or institutional spaces. 
ýý 
9. Robert Smithson. Sp: ral. irrn Ro/cI Point 
(heat Salt Lake, I tab. April 1970 
Owens notes that Smithson's concept of non-site and site in his `earthworks' and other 
site-specific projects are important to the understanding of the dynamics of the Spiral 
Jetty. The non-site is the museum where the documentation of the spiral built in the 
lake is presented. Owens regards the relation of the site and non-site as a dialectical 
one, and this relation is mediated by the use of photography, film and text. Owens 
reflects on the allegorical character of photography: 'As an allegorical art, then, 
photography would represent our desire to fix the transitory, the ephemeral, in a stable 
and stabilizing image. 
72 Thus, photography as documentation of ephemeral artworks 
becomes regarded as an allegorical medium. 
tA 
The use of appropriated imagery by Sherrie Levine, Troy Brauntuch. Robert Longo, 
Robert Rauschcnbcrg, amongst others, is also associated with allegory by Owens, who 
considers it a postmodern strategy. Owens explains how the appropriated imagery 
acquires new meanings from the allcgorist: 
Allegorical imagery is appropriated imagery; the allcgorist does not invent images 
but confiscates them. l le lays claim to the culturally significant, poses as its 
interpreter. And in his hands the image becomes something other (altos . other + 
agorcuci - to speak). I lc does not restore an original meaning that may have been 
lost or obscured: allegory is not hermeneutics. Rather, he adds another meaning 
to the image. If he adds however, he does so only to replace: the allegorical 
meaning supplants an antecedent one; it is a supplcment. 73 
Thus, Owens links allegory with deconstruction. Ile associates the lcnjaminian 
concept of allegorical appropriation, in which the object becomes melancholic thereby 
losing its meaning only to be given a new significance by the allegorist, with the 
Dcrridcan notion of the 'dangerous supplemcnt. '74 Owens also makes reference to the 
work of Paul dc Man and his deconstructive reading of allegory. He focuses on do 
Man's insistence on the illegibility of allegory, the constant deferral of meaning and its 
refusal of closure. Owens applies this deconstructive notion of illegibility to the 
reception of the work of Laurie Anderson, Robert Rauschenberg and Cindy Sherman, 
and finishes his essay by identifying the postmodern and allegorical impulse with 
deconstruction: 
Postmodernism neither brackets nor suspends the referent but works instead to 
problematize the activity of reference. When the postmodernist work speaks of 
itself, it is no longer to proclaim its autonomy, its selfsufliciency, its 
transcendence; rather, it is to narrate its own contingency, insufficiency, lack of 
transcendence. It tells or a desire that must be perpetually frustrated, an ambition 
that must be perpetually deferred; as such, its deconstructive thrust is aimed not 
only against the contemporary myths that furnish its subject matter, but also 
against the symbolic, totalizing impulse which characterises modernist art. 75 
72 Ibid. p. 56. 
73 Ibid. p. 54. 
74 Jacques Derrida. in Of Grammatolov. trim. Gaya1r Chakravorty Spivak. Johns Hopkins University Press, 
ßaitimore. 1997. p. 144, argues that Writing is a supplement to spcech, '(... j uniting is added to it. Is adjoined. as an 
image or represcntation. In that sense, it is not natural. It diverts the Immediate presence of thought to speech Into 
representation and the imagination. This rea*n, c is not only "bizarre. " but dangerous. ' 
75 Craig Owens. In 'The Allegorical Impulse. Toward a Theory of Postmodernism, ' op. tit, p. 85. 
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Although Owens recognizes that allegory is present in the modernist artwork, and is 
suppressed only by criticism, he reverts the discourse of the symbol, and ends up giving 
priority to allegory, reinstating the opposition he aims to deconstruct. Orion explains 
this contradiction: 
[... ] the discourse that ratifies and values I'ost"Modcrnist art knows that all visual 
art has to be understood as tropcd and figured. It knows that Modernist and l ligh- 
Modernist art is self-consciously tropcd and figured to affect us as if it isn't, to 
affect us as symbol, and that Post-Modernist art is self-consciously troped and 
figured to make us aware that it is, to affect us as allegory. Both symbol and 
allegory arc alike as troped and figured forms and effects of language. There is no 
representation, no visual an or verbal language, without a trace of allegory. The 
distinction between Modernist and Post-Modernist art should now be seen and 
understood as blurred. Why then does Post-Modernist criticism - which knows 
the distinction is blurred - want to hang on to it? 7' 
Thus, Orton shows that the relation bctwccn the symbol and allegory must be 
understood in dialectical terms or endless deconstruction, without choosing between one 
or another aspect, but keeping the dynamic in constant movement. With the 
suppression of the aesthetic, by postmodern criticism, conceptual art and other 
discursive practices, there is a kind of closure, a premature synthesis to the dialectics, 
which is contrary to the dynamic ofallcgory as argued here, in the works of Schlegel, 
Benjamin, dc Man, Orton and Day. 
76 Fred Orion, in Figuring Jasper Joluu. op. tit, p. 13. 
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Conclusion 
Through the theoretical discussions on allegory in the work of the early German 
Romantics, then by Walter Benjamin, Paul dc Man and more recent art critics, it 
becomes clear that the philosophical and critical character of the fragment is a crucial 
concept for the understanding of allegory. The dynamic of antithetical ideas within the 
fragment, is an endless movement, in which meaning emerges and disappears, is 
recreated and constantly transformed. This model offers clues for a deeper 
understanding of many strategies used by contemporary artists, and also throws a light 
on the old discussion of form and content. In Benjamin's model of allegory, the 
meaning of an artwork emerges from the dialogue bet %rcn its formal and conceptual 
aspects, and is a model that allows a discursive reading of an, without a suppression of 
its visuality. This makes allegory a very relevant theory for contemporary art, which is 
concerned with social and political issues, but at the same time, is interested in 
exploring the aesthetic and formal aspects of an. 
The long disputes against allegory, as Benjamin, dc Man, Orton and Day have 
demonstrated, are based on a misconception of the concept of the symbol. The 
distinction between allegory and the symbol is only a sharp one if the symbol is 
understood in terms of the late Romantic concept of symbol, as an organic totality. If 
the symbol is understood as the early Romantics have proposed, as a paradox of 
completion and incompletion, then it is indeed inseparable from the fragmentary nature 
of allegory. The finite aspect of the fragment, which strives for meaning but fails to 
directly signify, can indirectly find completion through reception, which leads to the 
production of more fragments, in an infinity of subsequent readings (as production of 
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art). In this way, the symbol and allegory are two aspects of the frogmcnt, that are 
indissociablc, cithcr conccivcd as an opcn dialcctics or cndlcss dcconstruction. 
The modern and postmodern binary, as presented by the postmodern critics, becomes 
rc-establishcd instead of dissolved in the deconstruction of their differences. 
Postmodern critics are preoccupied with the revival of allegory and suppression of the 
symbol, inverting the polarity by making allegory what is desirable in art and rendering 
negative or uncritical, all that has to do with the symbol. This is felt in the anti-aesthetic 
tendency in the postmodern discourse of Buchloh, Hal Poster and Owens also in 
Barger's discussion on the nco-avant-garde movement The suppression of aesthetics in 
favour of discursivity is in stark contradiction with the theories of allegory by Benjamin 
and dc Man, on which postmodern critics have based their arguments, because allegory 
is fundamentally an infinite play of antithetical ideas, and if the play becomes fixed or 
biased toward one aspect, the works cease to function as allegory. The postmodern 
discourse of allegory is also structured as an opposition to Romanticism because it 
challenges the traditional notions of authorship, originality and genius which were 
'dear' to the late Romantics. Yet, if Romanticism is identified with the early German 
Romantic movement, then postmodernism is indeed very close to Romanticism, as the 
neo-avant-garde or postmodern artists arc precisely reviving the strategics of the 
historical avant-garde, which w, erc reviving the Athenaeum strategics of collaboration, 
anti-bourgeois behaviour, acstheticization of life, and articulating a philosophical, self- 
critical and theoretical approach to art. 
Aller the intense debates on postmodernism in the 1980s, artists started taking new 
routes in their artistic explorations. During the 1990s many artists engaged in 
multidisciplinary research and started looking beyond the previous sclf rcfcrcntial 
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institutional critique that %vcnt on for more than 20 years in an practice and criticism. 
The artist Mark Dion" comments on this change of direction, which many artists 
undertook: 
One of the things that motivated this shift for me was the situation of 
'cndgamcncss' in which many conceptualist critiques of the gallery found 
themselves. Because of their repetitive type of game play, at one point it scented 
as if these practices were heralding a new kind of formalism. I remember talking 
to Gregg Bordowitz about this, at the point when we were both really looking 
elsewhere: he was very involved in the foundations of queer politics, I was at that 
time trying to catch up and learn about the basics of biology. So we were both 
pondering over this when he said; 'Look, I have no more questions for white 
walls! ' Neither of us found the muscum/gallcry system (the way patronage 
works, etc. ) very complex. ': 
This 'looking elsewhere' mentioned by Dion. brings us to the current exchange between 
visual art and natural science, which is the field henna and I have been exploring 
through our practice. In the next chapter, 1 extend the discussion on allegory to the art 
practices that arc engaged in the eco-socio-political debate on art, science and nature. 
These practices have incorporated much of the allegorical strategics used by avant- 
gardiste artists as well as continuing the self-critical awareness inherited from 
conceptual art, but without rejecting the aesthetic aspect of the artwork. 
In interdisciplinary projects involving contemporary art and the field of natural science, 
the notion of intertextuality in allegory provides a useful structure for a close analysis of 
the dynamic between the two disciplines. Through the production and discussion of 
artworks related with natural science, this research aims to be critical of both art and 
science discourses, in the Benjaminian sense of criticism, which means to engage with 
the immanent reflection of each field. The artwork and the references to the works of 
T? Muir Dion is an American artist who emerged in the 1980s. lit was a student of Robert Smithson. Craig Owcns 
and otter authors associated with the October circle, which arm important promoters of Critical ? booty In America. 
Mark Dion was very influenced by the writings of these authors and this comes across In his work. w hitch deals with 
the cultural representation of nature. 
Te Marti Dion in 'Field Work and the Natural l l'istory Museum, ' Interviewed by Alex Cola. In Tlu Orrk of Haulier 
Ben m Ln. ed. Alex Coles, de, dis- ex-. vol. 3. Lon don, Black Dog Publ. Ltd.. 1999, p. Ä6. 
73 
natural scicntists or scientific theories, arc considcrcd in this invcstigation as a fragment 
(without a fixed meaning) which presents and conceals its message while pointing to 
other meanings beyond itself and producing an endless semantic chain. In the next 
chapter I observe more closely in specific artworks the presentation and withholding of 
meaning in art, science and nature, which Novalis poetically expresses: 
rooms, merely fine-sounding and full of beautiful words but without any meaning 
or coherence - no more than a few verses ofwhich are comprehensible - like 
fragments of the most heterogeneous objects. True poetry can, at most, have an 
allegorical meaning as a whole, and its effect can, at most, be an indirect one, like 
that of music etc. Nature is therefore purely poctic, and so it is a magician's dcn, 
a physicist's laboratory, a children's nursery, an attic and a lumber-room. ' 
n Novalis citod by Benjamin` in The Origin of she Gcrr, lhagic Dna z op. cit, p. 18& 
74 
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Chapter 2 
From Art to Science and Back: The Art, Science and Nature Debate 
Introduction 
The debates around the concept of nature arc very complex and are tackled differently 
by many disciplines in various historical periods. Thus, the breadth ofnature as a 
subject is extremely vast, as are the disciplines ofnatural science and fine art. Art and 
science have overlapped in the work of many artists throughout the history of art. 
Recently many authors have explored this rich history. ' Them has also been an 
extensive proliferation of art and science collaborations including a broad range of 
disciplines: from various branches of natural and medical sciences, to music, 
photography, painting, performance, video and installation art. This can be observed 
through a number of recent exhibitions? publications and artists' residencies in 
scientific and natural history museums, and organizations that promote art-science 
collaborations? Many artists, such as Joseph Cornell, Marcel I3roodthacrs, Robert 
Smithson, Joseph Beuys, Hans Haacke, Lothar Baumgarten, Mark Dion, Jan Fabre, 
Cornelia Hesse-Honegger and Joan Fontcubcrta, amongst others, have explored topics 
I See Martin Kemp, Ludmilla Jordutova. Deanna Pctlu bri dgee, Caroline Jones, Peter Galison, Barbara Stafford. 
Donna I laraway, Roberta Megrattt. Jasia Reichardt and Stet Baler. 
2 Amongst recent art & science exhibitions in the UK, are: I he Qi kk and the Drfa Artiste urnrlAnxont), a national 
touring exhibition organized by the Ilayward Gallery and the Ans Council of England, and carated by Deanna 
Pctherbridge. bringing together visual arts and the medical sciences. Venues: Royal College of Art. Oct-Noy 1997; 
Mead Gallery. Coventry, Jan-March 1998. Leeds City An Gallery. March-flay 1598. Vrw Notmnl llutary was a 
touring exhibition curated by Val W lliams and Greg l lobson in 1999, which explorrd contemporary photographers 
relation with the natural world. Venues: National Museum of Photography. Film & Television, Brad font, Sept"Nov 
1999. and I tasselblad Center. Gothenburg. Jan-Feb : 000. The exhibition Spectumla» &al, ý- the Art and Serener of 
the Jhonan Bodyfmrn Leonardo to Now, at the l layward Gallery. Oct : 000- Jan : 001, war cu atad by Martin Kemp 
and Marina Wallace, and presented a historical survey of representations of human body In medical sciences and art 
since the Renaissance to contemporary collaborative art and science words, The Greenhrwse Effect, at the Serpentine 
Gallery, London, April- May 2000, curates by Ralph Rugoff and Lisa G. Cortin, investigated the relation between 
contemporary visual arts and nature. Wellcome Trust Gallery has held many exhibitions in connection with visual 
arts and medical science. 
3 To mention only UK based organizations: Arts Catalyst, ART Lab, lateral is, The Sciart Consortium. Spacetime 
Projects, Wellcome Trust, amongst others. 
77 
related to scicntife and artistic accounts of our prescnt idea about nature. and have 
cnrichcd the tools availablc to artists to tackic problcrns of its rcprescntation. 
Considering the breadth of art and natural science. I will approach this subject through a 
close examination of recent artworks (1980s to the present) which refer to the 
intersection between art and natural science. My intention is not to present a 
comprehensive survey including all artists dealing with natural science. Instead, I focus 
on specific artworks and examine how the formal and discursive aspects of representing 
nature arc investigated, articulated and negotiated in the production of art, making use 
of allegory as a tool to disentangle the complexities involved in this task. In this 
chapter I will consider the work of two artists who have significantly contributed to the 
debate in this field: the American installation artist Mark Dion and the Swiss artist and 
scientific illustrator Cornelia Ilcssc-I Ioneggcr. 
In the establishment of collaborations between art and science, specially from the 
perspective of funding agencies, the relationship between the disciplines appears to be 
described as an equal exchange, but in fact a hierarchy is implied: 
Science and art have a lot to offer each othcc Art, music, film and the performing 
arts provide fresh and exciting Ways of communicating scientific information, 
intriguing and captivating spectators and engaging a %%ide range of audiences in 
science. In turn, science - with its vivid history, complex contemporary advances 
and the social, ethical and emotional issues it raises - offers an inexhaustible 
supply of inspiration for the arts. ' 
I lere, science is clearly defined as the source of inspiration and content for art, the role 
of which is to offer an exciting `package' for the scientific `truths' which need to reach 
wider audiences. The agenda of these funding organizations is clear, they want to give 
assurances to the scientists who might get involved, but they also are promoting an 
4 Publicity material for the sdart award scheme, launched by the Wellcome Trust, 2003, which fun& art and 
biomedical project& w%%w. wcllo mc. ac. uVsciart 
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instrumental role for art in its relation to science. I cannot agree with this limiting role 
for art in an interdisciplinary exchange. I am interested in investigating the outcomes of 
real collaborative projects. What i call real collaboration, is a non"hicrarchical relation, 
where people from various disciplines bring their different perspectives, concerns, 
discussions, methodologies. concepts and theories to a dialogue %hich can be enriching 
or challenging for both sides. In this chapter I look at the work of two artists who 
engage independently and critically with science, each one in their own way, producing 
artworks which give a broader perspective to the social, political, ideological and 
historical contexts in which scientific work develops. 
I introduce some relevant aspects concerning allegory and collaboration bctw-cen 
contemporary art and natural science through an investigation of Mark Dion's 
installation works and the paintings of Cornelia I Icssc-I loneggcr. Dion has explored 
sites of production in the 'official" discourse on nature through a critical engagement 
with natural history museums and fieldwork activities. Ile is concerned with ecological 
questions of extinction, pollution, genetic manipulation, as well as historical aspects of 
collecting and the politics of representation. Secondly, I approach the polarity of 
subjectivity and objectivity in art and science by examining the work of Comclia I lesse- 
Ilonegger. This polarity emerges almost immediately when one thinks about the 
encounter of art with science, despite the fact that the traditional notions of subjectivity 
and objectivity have been deconstructed in both disciplines. While considering I lesse- 
Ilonegger's research projects on the environmental impact of nuclear technology. I 
explore the relation of artistic and scientific production with society. 
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From Fine Art to Natural Science 
The American artist Mark Dion has explored issues of the representation of nature in a 
series of installations since the 1980s. Dion studied with influential critics and artists 
such as Benjamin Buchlob, Craig Ow"cns, I lal Foster, Douglas Crimp, Martha Roster, 
Joseph Kosuth and Barbara Kruger, who were intensively cngagcd in the discussion and 
production of post-modern and conceptual art in the seventies and eighties in America 
The focus on these debates was centered on the institutional critique of art and the 
development or a more politically and socially engaged artistic practice. Dion received 
this theoretical and self. reflective'inheritance' from conceptual an, and would later use 
some of its strategies as tools to examine the discourses and ideas around nature. 
The work of Dion has used allegory and ironic humour in his critical engagement with 
'eco-rcalist' and `socially constructed' accounts of nature. I lis approach draws on the 
dialectical relation of these two positions, as his work reveals strong ecological 
concerns and a commitment with 'real' nature which is being destroyed, while, at the 
same time, being very critical of the use of nostalgic rhetoric, imagery of rurality and 
charming animals by ecologists in conservation campaigns. Dion has also explored 
notions of truth and fiction in the history of science, by focusing on the economic, 
social and political contexts in which knowledge of nature is developed. I le describes 
his work as involved in 'producing elaborate fictions that parallel - and so call into 
question and destabilize - the "true" fictions that the museum tells. i° Dion has 
developed these ideas through two interconnected areas of his practice, both of which I 
want to consider. the fieldwork and the work related to natural history museums. First, 
5 Rfuk Dion studied at the School of Visual Arts in New York (1982-4), and attend d the Whitney Museum of 
Modern Art independent Study Program (1994-E5) where these influential artists and critics taught. 
6 Muir Dion, 'Field Work and the Natural History Museum, ' in The Civics of Waher Iknfamin, ed. by Alex Cola, 
de-, dis, ex : volume 3, p. 44. 
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I will cxaminc three projects which invohcd ficidwork in the production of the 
installations: On Tropical Nature (1991), A Afeler c fJungle (1992), and The (rent 
Munich lJu1; Hunt (1993). Later I will consider his explorations of natural history 
museums and ideas around 16th century cabinets ofcuriosity, the ll'unacrLanrmern, 
exploring the installation works An Amount cf Sac l) castrou. c Years in the Libraryfbr 
Animals (1992), The Library f or the Birds cf New York (1996) and Frank nstebt lit the 
Age of Biotcdulologyº (1991). 
Fieldwork 
In On Tropical Nature Dion rc-enacted the activities of scientists by appropriating their 
methodology of field research as a central part of the production of his artwork. In later 
projects, such as A Mcfer ofJwrgle and The Great Munich Bug Hurst. Dion developed 
collaborations with scientists in the production of his installations. Dion's works often 
make parallels between the historical aspects of the natural sciences and post-modern 
artistic practices. He makes this analogy even more explicit through his comments: 
Historically, the pursuit of nature started in the laboratory, the home, the 
collection. 'Things that live at a distance were brought into one's own 
environment to be studied as specimens. Which is to say, what was thought to be 
observation of life was actually the study of death. Then came the breakthrough 
when naturalists became field scientists, not only observing nature's operations in 
its own context, but discovering nature as a system of relationships, an ecology. 
Similarly, making art is no longer confined to the institutional spaces that we've 
created for such activity. It's more in the 'field' now. The focus is on relations 
and processes - an ecology of art if you will - and not solely on dccontcxtualizcd 
objects that arc like natural specimens. ' 
In this way, Dion bridges conceptually the practice of contemporary artists and 
biologists, as both are concerned ssith the context in which they operate. In On Tropical 
Nature the emphasis in the process of production and focus on context and site was very 
evident. The project lasted three %%veks during which Dion was based in a forest site in 
xi 
the Venezuelan Amazon region. At the same tinic, an exhibition at an art museum, the 
Sala Mcndoia, in ('aracas, opened with empty tables which were gradually filled with 
objects, specimens and material collected in the field, and delivered weekly throughout 
the period of the exhibition. The completed installation consisted of crates used in the 
transport of material from the field, and tables displaying instruments, notebooks. 
equipment, collected insects, seeds, bird nests, soil samples. leaves and plants. 
1 1. ( hi 1 rnp: t al \alurc. 1'rß 1 
There was a strong performative element to this installation, as the activities of the artist 
working in the field were a central part of the piece, and were reflected in the constantly 
changing installation in the gallery. Through this strategy a link between the gallery 
space and the jungle was established, this created a rich ground for the viewer to 
explore how various frames around objects of nature affected their meaning. The 
communication between a site in the landscape and the 'non-site' space of the art 
gallery or museum was explored by Robert Smithson both in his writings and 
earthworks series (1960s and 1970s). 8 Dion has combined this idea explored by 
Smithson, with his ecological concerns and interest in scientific discourse. 
7 Mark Dion interview with Miwon Kwon in Mark Dien. Phaidon Press, London, 1997. p. 22. 
= Smithson-s earthwor& were ephemeral installations in some significant sites in the landscape. The documentation 
of the work and objects taken from the sites were later constitutive elements of other works presented in gallery 
spaces. Smithson was interested in exploring this tension between the unchanging 'neutral' space of the modernist 
gallery and the dynamic of the world outside it. 
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In On Tropical Nature the dialogue established between the jungle and the gallery can 
be regarded as a dialectical relationship, and the artwork as an allegory of nature and 
science. Through the observation of the fragments of nature collected in Dion's 
pseudoscientific field%vork, the viewer in the gallery was drawn to a reflection on the 
vast forest where those small parts came from. The artwork brought together the two 
polarities of culture and nature which arc in constant movement, mutually affecting and 
constituting one another. There arc many ways in which to interpret the constitutivc 
elements of the artwork. We can relate to the cokoptcra or butterflies presented from a 
phenomenological perspective, regarding them as nameless individual beings, part of 
the same complex world we inhabit. I Icrc we arc not concerned with any function these 
animals might have in the system, but arcjust looking at them with amazement as to 
their existence. This poetic approach is part of the aesthetic experience that Dion might 
have had when he encountered these living animals in the complex environment of the 
forest. The emotion of such an encounter can be traced in another work (Me Delirium 
of4lfred Russell Wallace), where Dion speaks through Wallace's mouth: 
Yesterday I found a perfectly new and most magnificent species of butterfly. 111c 
beauty and brilliancy of this insect arc indescribable, and no one but a naturalist 
can understand the intense excitement I experienced. On extracting it from my 
net and opening the glorious wings, my heart began to beat violently, blood 
rushing to my head, and I felt like fainting. So great was the excitement, 
produced by what will appear to most people an inadequate cause. Even in taking 
its life, there was the thrill that in death this creature's beauty would last forever. ' 
Although the quote refers to the excitement of discovering a new species (with ironic 
humorous tones), the excitement in finding such a glorious and beautiful insect is close 
to the initial impact the individual living animal might have had on the artist. Once the 
animal was killed and became a part or a collection, it lost its uniqueness as an 
individual being and became an emblem -a signifier - and a signified representing a 
species in a scientific text. But, its body was at the same time a referent, a real presence 
xý 
in its materiality. Here Dion explored the tension between other possible meanings 
related to the animal's existence and a fixed meaning attached to it by a scicntif is 
discourse. Science has created an allegory of nature, a system of signs that breaks the 
world into logically ordered small parts and regulating laws. Dion's installation built its 
structure over this scientific text, and by doing so, prohlematired the reading of the 
animals, plants, stones and soil samples laid out on the tables. Dion dcstahilired their 
scientific meaning by bringing them into the context of the art gallery thereby adding 
another frame around them. 
I `. ( ht I r, )pai; \, 1n, r, , 
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Here Dion is working with this double aspect of cultural representations of nature 
(social construction), and its 'extra discursive' rcalit.. to which Kate Soper refers: 
9 This quote is part of a text 'spoken' by a stuffed fox, in the installation Thi Delon of Alfºrd Rwascll Wollre. 
Exhibited at the Ikon Gallery. Birmingham, 1997, published in Mark Dkm, op. cit., p. 127. 
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It is true that we can make no distinction between the 'reality' of nature and its 
cultural representation that is not itself conceptual, but this does not justify the 
conclusion that there is no ontological distinction bet w"een the ideas we have of 
nature and that which the ideas arc about: that since nature is only signified in 
human discourse, inverted commas 'nature' is nature, and we should therefore 
remove the inverted commas. In short, it is not language that has a hole in its 
ozone layer, and the 'real' thing continues to be polluted and degraded even as we 
refine our dcconstructive insights at the level of the significr. 10 
It is important to recognize this ontological distinction. even if the 'extra-discursive 
reality' of nature is beyond our grasp. But we can only make sense of the'real' through 
culture, more specifically through language. Benjamin's theory of allegory is useful 
here, because it offers a model in which the polarity of nature and culture can be 
examined. Benjamin regards the allegorical structure as an infinite dialectical dynamic. 
The complex relation between nature and culture, its tcxtuality, historicity as well as its 
physical reality, are part of a dialectics in which one is constitutive of the other, and the 
two cannot be separated. In this installation, Dion explores this disjunction between the 
signifier and signified, by using the structure of allegory in which disparate meanings 
are simultaneously possible. The animals and objects in the work are a presence and 
represent something other than themselves, given by the authority of science. In a 
second appropriation by the artist, the disjunction ofthe signified and signifier is 
manipulated in a way that leaves no priority to any meaning, but endless possibility of 
interpretation. The different values attributed to the fragments of nature in the art 
gallery, in the forest or as a part of a natural history museum collection (or in a 
shamanic ritual, if Dion picked by accident any sacred plant), coexist without any 
hierarchical order, none of them can claim a higher degree of truth over another, in the 
heterogeneous space created by the artist. 
10 Kite Soper, H7, at Is Nature?, op. cit., p. 151. 
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Considering the whole installation, the viewer becomes aware of another aspect of the 
work that is its strong focus on the experience of the `naturalist. ' Dion is interested in 
the medium of installation as a transposition of critical strategies from documentary 
film and photography to a sculptural field. " Here, this desire to tell a story through the 
presentation of documentation is clear. The careful display of the objects used in the 
trip, in another table, reveals an excitement about the adventure of visiting and 
exploring the exotic and dangerous jungle. The gas light, tapes, photographic camera, 
personal objects, a tin of Baigon mosquito repellent, notebooks, are like mnemonic 
tokens about a lived experience. This is the kind of display a biologist certainly would 
not undertake when presenting a scientific work. It presents the story of a journey that 
tells what it felt like to be there, sleeping, eating and working in an unfamiliar place. 
There is no attempt to produce a scientific work nor is a rigorous method employed in 
the selection of the material collected, but there is a focus on the social subject. 
Miwon Kwont2 questions Dion's strategy of mimicking scientists, regarding it as a 
revival of a colonial masculinist fantasy and desire to discover and dominate exotic 
lands. Dion argues that his performance as 'explorer' is a critical gesture which exposes 
11 Miwon Kwon interview with Dion, published in Mark Dion, op. cit, p. 8. 
12 ibid. p. 20. 
W. 
points to the difTcrent aims naturalists had from other colonialists involved with the 
slave trade and other more overtly destructive and exploitative ventures. fhc question 
of intention is a complex one because stime naturalists and explorers can he well as 
heroes who risked their lives in the name of science, but at the same time, others were 
destructive colonizers who contributed to the extinction of many species in the pursuit 
of this same 'noble' objective, while filling museums of natural history with large 
quantities of 'exotic' animals. 13 The desire to know and order nature from the 
l . nlightenment was never a 
disinterested passion for knowledge. but had a clear aim of 
dominating and exploiting nature for the benefit of (a few) humans. " Dion is very 
critical of these contradictory aspects of science, and his work touches precisely on 
these unstable points in its discourse. 
If 
Elsewhere, Dion has answered the same question, arguing that: `today, someone 
researching termites in Venezuela is remarkable different from a Shell Oil geologist in 
12 Ibid. p. 20. 
13 Gregg Mitman in Reel Nature . America's Romance with N'ilJlife apt Fibs. 1999. comments on Theodore 
Roosevelt's 1910 African hunting expedition in which more than eleven thousand vertebrate specimens were killed 
(about 40 animals a day, per member of the expcdition, for one year). 
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the same tropical jungle. This does not mean that they are not all part of'the same 
colonial process, but it does history a great disservice to crush difference so 
dramatically. ''" I agree with Dion that it is difficult to gencrali/c the variety of' 
disciplines and scientific work under one unified idea of'scicncc because there are deep 
contradictions in scientific practice which have illuminating as well as destructive sides. 
Today. even within the same discipline there is great ambivalence towards the results of 
science for society and nature. Biology is a good example of these contradictory 
effects: in areas such as climate, ecology, botany, and'o ology, scientists are engaged in 
the study and preservation of the environment; while in the field of genetics, there is 
great controversy regarding the ethical aspects of research outcomes for society and the 
environment, as well as concerns about science's relation to the biotechnology industry. 
In .4 
Meter of Jungle (1992) Dion travelled to Berm do Pari, in Brazil, following the 
footsteps of the American naturalist William Beebe (1877 - 1962). In this project Dion 
repeated Beebe's experiment of collecting one square metre of soil from the Amazon 
jungle for research on invertebrates. This time Dion established a collaboration with 
William Overall, an entomologist from the Museu Paraense Emilio (loeldi, in Bclem. 
14 As Theodor Adorno and Max Horkheimer argue in their Dia/ec(ic of F. nli a ewr Verso (-Iassic,, London. New 
York. 1944,1997. 
IS Mark Dion, 'Ficld Work and the Natural Elision Museum. in The (]y ks o%ß'aiter Berya in. op. cit.. p. 52. 
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Together they identified and classified the invertebrate species round in the sample and 
displayed their findings in an exhibition at the hfuscu de Artc Modcrna in Rio dc 
Janeiro. 
The historical reference to a specific scientific research is an interesting move from 
Dion's previous project, because here, the artist gets closer to the contcnt of the 
scientist's work. Dion's work can be regarded as an allegorical text constructed over 
the structure of the early scientific experiment carried out by IJecbc. Considering the 
new historical, artistic and cco-political contexts in %%hich the same activity is carried 
out, the viewer becomes more aware of the broader social and political web ofrelations 
around the production of the scientific discourse. Dion exposes the process ofscientific 
production, but at the same time engages with the real contcnt ofthe research, that is, 
the concern with biodivcrsity and the extinction ofspecies. The artist is concerned with 
both the influence of social and institutional structures around the production of 
scientific work, and the contcnt of the scientific work. 
The artwork does not aim at producing science, but gives visibility to the amazing 
variety of microscopic species in the soil which play an important role in the balance of 
the forest ecosystem. Dion shifts the emphasis from the beautiful large mammals 
(largely used as a propaganda in ecological campaigns), to the more fundamental 
organisms at the base of the food chain1° There is a didactic clement in the work mixed 
with a sense of wonder and celebration of the rich biodivcrsity of that specific site. This 
16 In another work. Wheelbarrows of 1'roMs, s (1990), Dion criticizes the ecological discourse of the eighties. The 
installation consisted of whcclbsrroas filled with plants. soft toy animals, covered w ith teats related to peen issues 
that question conservation strategies, renewable energy plans among other maters. The w heeibartow a ith oddly 
toys, cntitlcd'The Survival of the Cutest (%%lio gets an the Art? )", is an ironic comment to the strategies of 
environmentalists in using charismatic animals to raise public Maleness at conamation campaigns, instead of 
addressing the public in a more instructive way. 
i% a common ground . harcd hý the arIi%t and the . 4: icnti%t in tic h: uullinFý "t thc ti. ýrnr 
small fragment taken from the tact and cººmhlc., cn%irnºnmcnt ººf the Amanºn bungle 
\1kkwu uk Alls. '%iohlcrna. Kw J. !. i: i, ;;., 
Museum and 1rt (; aller, 'sites 
I)lon conllnucs to collalxýfate %%Ith silentits in otllcr projcos. such as ! /1t (mat 
%funich Bug Hunt ( 1992) %%hen he shifts his field%%ork from the tropical jungle to an 
I=uropcan cit-, . 
The Great %funirh Rung clam im olwd bringing a dccaN ing 'local' tree to 
the K-Baum I)awr (iallerý in Munich. I he gallon as transformed into a lalxºratorn 
%shere I)ion and his scientist collaborators collected, identified, classified and prescrwd 
all specimens found. These 'ere then stored in glass jars and kept in an old fashioned 
and 'museum-looking' cahinet. I[err, Dion superimposes the art space \%ith the hack 
door activities of natural histor museums. In the gallery the scientists become 
pertiOnners and their scientific %%ork is transformed into art. Dion does not rebel against 
the orthodox taxonomic ordering of nature, but engages m. ith the scientists in the task of 
rdcntifiratiom and cla. aticatiom 11thc larkc yuantitý Ill «rKanr%nt% tmokcd in the 
hr(x"c"" oI dccomlxisitiom of'organic matcrtal. dramrnk ; t, ttcrttimn it, thc rich hitxli%ci%oi% 
%kithin urh. rn . uc. r, 
The design of the cabinet with the glass jars reveals the sours of refcrcncc and kind of 
things that excite Oion's imagination. licautifitl cabinets of old museums are all filled 
ºº ith amazing amounts of well presen cd flamingos. sººans, all kinds of colourful birds. 
butterflies. da»ling hugs. and other 'spectacular' animals ling dead inside plastic bags. 
ººith delicate labels carefitllº tied to their bodies, dated from centuries ago. This feeling 
of ººonder and amazement for natural history museums comes through in mans other 
pieces and statements made by the artist. There are also some artistic references in the 
formal aspects of the work. The ººoxxlen drawers ººith glass are close to the poetic 
arrangements of the boxes hý the American Surrealist artist Joseph Corncll. There is a 
common sensihilit, hcts een the tººo artists that goes heº and the coincidence of a 
thematic interest. " The ººaý the objects are presented in these ººorks reseals a lose of 
collecting, an interest in memory and a sense of s onder ºº ith regards to nature. 
17 t)ion ackrwoNlnlgrs influcixc fron Jascph ('(WWII armoIg Nhcr anmts, in 1l. irA /h. w. tip cit. p 1V 
('ornell's work has a poetic quality and his intriguing compoýýºtumý do not present a 
straight tiOn+ard message, but are dreams , tin stcrious and magical in a sense. I see 
Cornell as an allcgorist who appropriates objects in order to gi%c them other meanings. 
building layers of'signification that do not communicate an thing specific, but that 
unfold in the mind of the viewer again and again, each time in different way sI he 
installations of Dion have a more cs ident discursive aspect, as his ecological agenda 
and the didactic aspects of the work are the first to strike the s is er. But once we start 
unpacking the complc\ structure of [)ion's works, %%e also find this poetical lc%cl in it 
Oion's interest in fiction and the fantastic, magical and imaginan worlds of cabinets of' 
curiositf are close to the Surrealist's interest in the 'marscllous' and ('ornell'\ %%orld of 
dreams. memories. poem and fictions. F his aspect of I)ion's work is %%hat makes it 
touch something he} and the mere didactic 
The installation An Account nJ Six l )i. sactrouc ) evn in the l., hrar fr . 
4nrmaA ( 1992) 
has a similar logic to the one of cabinets of curiositf and the Nonderfiil of 
natural histon museum's storage roams. In his in%estigations in museums. I)ion has 
c"plorcd hººss thcsc institutions hasc scncd Ihc mtcrests (it dººrnmant cultural grollp% III 
the construction and drshlaý ººf' thcir truth ahmt naturc and hrescntlN rchrescnt IN 
ººflicial Sion In sichhirtl; rntu thc muscum (ºt natural hrstººn . 
I)rººn ººftcn at 1% as a 
dcconstnctisc aIlcl: cºrist. c\rliºrirtg the Im crs ººf hrstrºn Ixhnud the mstrtutrºms. as sscll 
as idcntik in); ssºth the love of collecting s+hich ººrrftrnatcd them I 11C resulting : rrtssººrks 
oscillate lxtssccn the antagonistic notions ººfººrder and disonder. sshich Itcniamrn 
asux iatcd ss ith Ihr act is itics cºf the cultcctor and alIcI; ººrist 
1'1wc aIIcgorist is. as it %%crc. the Ixilar oplxxrtc of the coIlector I Ic has given up 
the attempt to clucidate things thnnugh rcscarch into their propcrlics and relations 
I tc dislodges things from their contcm and. from the outset. relics on his 
profundity to illuminate their meaning the collector. hý contrast. brings together 
%%hat b longs together. by keeping in mind their affinities and their succession in 
time. he can c\cntualh furnish information about his objects. Ncccrthcless - and 
this is more important than all the diflcrcnces that may c\ist bet%tcen them - in 
escn collector hides an allegorist. and in cser allcgorist a collector 
Indallation at the ( cntrum Sf1uAI W %Ixhtl`i TC'-IK I. (, iltti R(], t: a1 "ýý º s. \i . tr .. d'. ý Poland 
The spirit of the collector, described h% Benjamin can he found in the ordcrl% 
presentation of nature in the collections on displa% in natural historN museums, 
organised according to a specific criteria. %%hich can %ar among different institutions 
(e. g. geographic distribution, thematic or e%olutionist order). Once "ego hc)ond the 
Ii Waller Iien)amm in ' lhc ('olktux'. Iýw, /n'+AIr's l'rnynY. trans h% I loaanl I dand and Ac%in Mc I . suytltlin. I he 
Rcll, nap Puss of Ilanani I'nl% crsllý Prr. t. t. ('amhndl. 'e. MassachLmctty, and I twxkxt. : m:. p2 11 
front door% of the musrum. %%r lind a ri. h rn% ulmiilrrit for the . hmnoti. llylk of 111C 
; illrgorm. 
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In 4n Account of Six I )zsa. ctrou. % 1'eaarc in thc I. thr(Irl' for , 
4nirn,, l. o I )ion appropriates not 
only books and taxidermic animals from museum collections. but also the 'mad' logic 
of the first museums, the if rurch rk<rnrºrre"rrr (or cabinets of curiositx ). in which objects of 
art. science and nature cohabited the same space. without a well defined lxºundar 
between fiction and fact. artifice and nature. In this installation I)ion creates inventiyc 
arrangements which include all sorts of references to nature in a space %% here the 
mcthical concept of ''Mother Nature' clashes with evolutionist and ceo-political texts, 
references to influential naturalists. popular science boxºks. magazines. as %%ell as 
philosophical and Iiterar texts. 1-he installation is a collection of heterogeneous 
fragments. a patchwork of images. texts and large taxidermic animals co%cred w ith 
plastic. This allegorical structure dissolve authoritaiiy e claims of 'truth' by science, as 
all discourses are brought together in the same platform. All accounts become equal 
and representative of the distinctive attempts to interpret the ungrrspahle 'extra 
discursiy e reality ' of nature. I- ach of these texts is part of an endless reflection on 
nature that cannot be dissociated from a particularly %iolent (disastrous) history. 
In Ole allegorical nnxlcl of-critºcº%m clatwor. ºtcd hý Iicntaºrºin. aý%ort, ý, I art º% a mcdnun 
of rctlection IcadinK to an infinºtc numhcr ol ºrttcrhtrtatºrm% none (it %%htch º% cahahlc ul 
fitinl; its 'real' mcaning I he meaning of'An Account of Six Ihcrj%hynu, % )c"an m lhc, 
I. lhran" for . -Inrmalc and its theme nature cannot IV pinned dcmn, but float in an 
cnormousl) rich conceptual pace huch ºs unfolded in the \ ic\-. ing of the artý%m{% 
,;, I1 . 1-, 1ýI. 
Dion addresses the hý brid nature-culture through the constntction of other complex and 
poetic art corks. In the installation The Library- for the Hirclo of \eºo York ( 19%) he 
dra%ss on the notion of the inseparahilit% of nature from culture. through the irrational 
idea of a librtn tier birds. The N%ork points to the projection of human needs and 
desires on our perception and representation of nature. A great %ariet\ of fkºooks about 
birds including natural historical. ecological and Iitcrrrr sources are arranged 
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around and on a tree, together with bird cages, fruits, photographs, nests and a dead, 
tarred and feathered bird. This collection of rcfercnccs to the meanings given to birds 
by humans reveals as much about culture as it does about nature, as Dion argues: 
Considering the abundant aesthetic, political and economic energy surrounding 
our avian compatriots, any investigation into the social history ofbirds and their 
representations and uses should reveal potent clues regarding our constantly 
shifting relationship with the natural world. " 
The dramatic image or a dead tarred bird amongst all objects and illustrations is a 
powerful sign to the problem of extinction, which dominates current discussions about 
birds. This interpretation conforms with a statement made by Dion with reference to 
another work on birds (L T'e Raft, 1995): 'in the past, birds have been used to symbolize 
imperial power, divinity, the human soul, good and ill luck; today birds ovcntihclmingly 
indicate a single thing: the health of any particular cnvironment. i2D Thus, Dion makes 
reference to the symbolism of birds in culture, at the same time that he stresses the 
ecological role ofbirds in the ecosystem they inhabit, keeping the dialectic between 
'realism' and 'social construction' open. 
In the installation Frankenstein In the Age ojßiotcclutology and its accompanying 
newspaper Daily Planet (1991) Dion explores some tensions in the dynamic of nature 
and culture, by touching on the troubling relation of natural science with industry. In 
the newspaper his cco-activism comes through, in his vehement criticism ofthe 
'altruistic' claims of the biotech industry. I lc points to the problems that gcnctic 
engineering can cause, such as species extinction and the potential for the emergence of 
'super weeds, ' if genetically modified species arc cross bread with 'unwanted species. ' 
Dion remarks: 'Who wants GMOs? Many of the most ecologically destructive and 
untrustworthy multinational corporations. It is they %%ho will profit, and despite the 
19 Mark Dion in Mark Met. op. cit, p. 12*. 
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In the same nev'spapcr. Dion creates an amusing dialogue hct%%ccn hýo fictitious 
characters: (lark tent (Stilei-man) and Dt Frankenstein (from Mar% tihclles's nos c 1. 
1816). I he latter is allcgoricallk appropriated and transformed into a respectcd 
microbiologist. %%ho helps to dc%clop the hiotechnologs mdustrs and later starts to ha%c 
ethical concerns over his creation (rc%icing his ethical conflicts from the original 
'prcte\t'). I)ion speaks through the scientist '-\d' anccd science is something 
frightening to the public because it is a ixlsscrful and potentially dcstructise force s+ith a 
histor of abuse, because its goals and salucs are those of corporate or state leadership 
and because to roam people the idea of progress translates into something sshich 
endangers our Iises and futures. 'a 
Ilerr. t) ion touches upon contrw-cr. ial areas ofscientific cnyuirý thcrchý balancing thc 
cclchraton mood of scientific %no%s ledge of' some of his %kith it fierce criticism 
of Ixºtcntiallý dcstrlºcmc asIccis of scicncc and rescaling a'l ranl. furtcan' skepticism 
: oIhºdp111. 
21 f- %tract fn-4n the l auilº" Pl. mri (1991) 
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about the discourse of progress. hr ugh the rich intertextual structure of these pieces. 
Dion presents his deep concerns and convictions in ironic and humorous ways. resulting 
in multi-layered and engaging works with a chilling message. 
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Through the use of an allegorical structure and its strategies, such as appropriation, 
consideration of site, intertextuality, and deconstructive reading. [)ion explores the 
fictional, historical, sociological and ethical aspects of science, as I have argued in 
relation to the projects here discussed. When he re-enacts the activities of naturalists 
and biologists in an artistic and a different historical context - in On Tropical Nature. A 
Meter of Jungle, and The Great Munich Bug Hunt -a space for discussion on the ethical 
implications of scientific work opens up. In this way, the artwork creates room for 
scientists and scientific institutions to think about their practice as part of a broader 
social context, and get to grips with their discipline's violent history. Dion's 
interventions in natural history museums and art galleries also invite a wider public to 
reflect on the social aspects of science in the present, as in the installations An Account 
of Six Disastrous Years in the Library for Animals, The Librarty for the Birds of New 
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York and Fraiutcuurcin in the Age of ! /orccluuth gy, by pointing to both the ncgativc 
and positivc aspccts of scicncc. 
In all of the areas of his interventions - the muscurn of natural history, fieldwork in 
urban or wild environments, and their representation in art spaces - Dion acknowledges 
the complexity of nature as a social construct, taking on board different linguistic 
meanings associated with it for centuries, with past and present ideological aspects 
attached to its discourse. In such engagements with the linguistic and cultural aspects of 
nature. Dion does not lose sight of nature as a signified, pointing to tangible problems 
of extinction and pollution. 
Although Dion is critical of the controversial links of science with industry, he has also 
a genuine admiration for science that comes through his installations, writings and 
methodological procedures. Through various collaborations, Dion developed 
productive relationships with scientists, in %%hich both sides brought forth their shared 
ethical concerns and interests in the production of hybrid artistic-scientific works. Yet, 
in this interdisciplinary field the relation bctwccn artists and scientists can also turn into 
a conflictual one, as %%-as the case between Cornelia Ilessc-l lonegger and the 
mainstream scientific community in S sitzcrland in the 1980s and 1990s. I now turn to 
the impact of her work on discussions around contemporary art, science and nature. 
q() 
Ilcssc-Iloncggcr: Objectivity and Subjectivity in Art and Science 
, 
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Watercolour. 29.7 x 42 cm. 1992 
The work of Cornelia liesse-Honegger offers a rich field for an exploration of 
objectivity and subjectivity in art and science. In contrast to Dion, she was trained as a 
scientific illustrator and developed a body of work which addresses the problem of 
radioactive pollution. As a scientific illustrator her work points to a historical 
relationship between the scientist and artist. The work of artists in scientific expeditions 
and in laboratory study of animals and plants was an important part of natural history, 
especially before the development of photography and other more advanced 
technologies. Still today, the scientific illustrator plays an important role in the 
production of natural science occupying a hybrid position between conventional 
associations of art with subjectivity and science with objectivity. 
Hesse-Honegger's work was initially dismissed for not being either art or science, but 
with the development of her research she has become an effective interventionist in both 
fields. It is because Hesse-Honegger is in a hybrid position that her work is so open to 
be read as allegory. She is fluent in pictorial as well as scientific languages, and uses 
the context of contemporary art to open up science to a social critique. Hesse-Honegger 
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opcratcs likc a dcconstructivc allcgorist, as she appropriates the language and tools of 
science to reveal their own inconsistencies. By remaining loyal to the rigorous 
discipline of the scientific method, by following the ideals of objective representation 
she denounces the flaws of this same discourse. 
According to Hesse-Iionegger, the reception of her work by the Swiss scientific 
community was very negative: '71he publication of my findings, documented with 
painted pictures, were therefore highly reproached by the scientific world ... the 
reproaches of the scientific world became even louder and more aggressive. I thought 
that by showing the malformations on insects, I could convince not only the public but 
also scientists, to at least reconsider their own research or to study these facts 
themselves. ' The main criticism was that her method was not scientific, not rigorous 
enough to be taken seriously, too 'artistic' or biased by subjectivity. Now, this rejection 
of her work is very revealing, because of the intensity of the response and anger of the 
scientists, it shows that the work exposed a much more serious, structural problem in 
the scientific community. The work questions cherished notions of neutrality and 
objectivity, established as positivist dogmas since the 19th century, that are still 
sensitive points for the scientific community today. Hesse-I Ioncgger challenges these 
fundamental notions by showing how they can be lost in the complex relations of 
scientific institutions with society. 
Objectivity and subjectivity are polarities which immediately emerge in the discussion 
of cross-disciplinary projects on art and science. Allegory is again useful here because 
it deals precisely with dichotomies that are both kept working in their contradictory 
ways within the same structure. I will also consider the clashes between nature and 
Inl 
history. and aesthetics and discursivity in the work of l Jesse-I loncggcr. I ler work can 
be divided into two phases: morphological studies of healthy insects produced before 
1986 (with the exception of mutated laboratory flies in the I960s); and the later work on 
mutation caused by artificial radiation. Firstly. I discuss a series of watercolours from 
Gockshauscn (countryside near Zürich) produced between 1976 to 1985. Secondly. I 
focus on her second phase which started with the development of an independent 
research project in 1987 on the environmental effects of radiation in the fallout areas 
from the Chernobyl accident in Sweden and Swit,. erland. 
Early Paintings: Collecting and Picturing Beauty 
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ý. --- ý, 1 27. Lach"hircl hcctlcs, watercolour. 21 x 29.7 cm. (ioxkshaukn. 1976- 81 
The paintings entitled Ladybird beetles and Spider abdomen are works from Hesse- 
Honegger's early period. They are not illustrations produced for academic publication 
or a scientific research but are products of her own aesthetic exploration. Here, she 
arranges colourful parts of the body of insects in a way that resembles insect boxes of 
natural history museum collections. What is depicted is only a part of the animals: their 
. ý. d "'0 9*0 
.. "r' 
23 Letter to the editor of The Mule'. an artist project which existed for 9 months between 31/10/1997 and 
30/07/1998. The 26 artists participants created the news for one day (31/10/1997) and published it in 150,000 copies 
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Nxiy, is fragmented and nature becomes fctishiicd in a desire to fix their transitory 
existence. 
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28. Spider abdomen. K'3ll'RýýloUr, 21 \ 29 - illl. 
This wish to document the ephemeral can also be understood as an allegorical gesture. 
In this process, the living become dead. decontextualized, reassembled into a new 
system, be it scientific or artistic, and in Hesse-Honegger's case, both. I am not 
referring only to the violence of the literal death of the insects, but also to the 
repositioning of their meaning, which is transformed as they are taken from a context 
and subsequently enter the new one of a collection. In this process each fragment is 
petrified, in Benjamin's words, it 'turns into stone', and the meaning that emerges is the 
one given by the allegorist: 
What is decisive in collecting is that the object is detached from all its original 
functions in order to enter into the closest conceivable relation to things of the 
same kind. This relation is the diametric opposite of any utility, and falls into the 
peculiar category of completeness. What is this 'completeness'? It is a grand 
attempt to overcome the wholly irrational character of the object's mere presence 
at hand through its integration into a new, expressly devised historical system: the 
collection. And for the true collector, every single thing in this system becomes 
an encyclopaedia of all knowledge of the epoch, the landscape, the industry, and 
the owner from which it comes. It is the deepest enchantment of the collector to 
enclose the particular item within the magic circle, where, as a last shudder runs 
through it (the shudder of being acquired), it turns to stone. Everything 
of a 'tabloid newspaper' distributed nationally. More information can be found at www. mule. u-Inet. co. uk 
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rcmcmbcrcd, cvcrything thought, cvcrything conscious bccomcs soclc, framc, 
pcdcstal, scat of his posscssion. ' 
The collection in front of us is a series of drawings of insects, representations rather 
than the animals themselves. I lcsse-Honegger made a selection of beautiful insects, and 
chose attractive parts of their anatomy to be represented, she did so with an accurate and 
scientific fidelity to detail. The purpose of the paintings is not ultimately scientific, 
rather, it is to produce a harmonious artwork: `For the moment I set aside anatomical 
questions and concentrated exclusively on the ornaments and the beauty of this rich 
world of forms and colours. [... ]I placed each species - or rather the different colours - 
as to please my eye. ' Nevertheless, the clinical and orderly way the animals arc 
depicted, as well as the technological apparatus which makes the production of the 
images possible, is representative of a scientific (Western) perspective on nature. The 
scientific code or convention of representation is subverted and used by the allcgorist 
artist for her intended ends, that is, the aesthetic experience. There is a disjunction 
between the aesthetic (disinterested contemplation) aspect of the images and the formal 
presentation which is associated with a distinctive - scientific - epistemological 
position, which aims to know and describe the world by breaking it into small parts. 
Hesse-Honegger blurs the distinction between these two fields, by exploring the 
aesthetics of scientific representation (later she will also investigate the discursive and 
social aspects of science). 
Hesse-Honegger's intentions are to raise ecological awareness through the aesthetic 
appreciation of the specimens portrayed and the celebration of their beauty is the first 
impact of the work. Her imagination dwells on the rich patterns found on spider 
abdomens and charming ladybirds which arc magnified and their minute details are 
24 Walter Bcnjamin, 'The Collator', in The Ar frs Proicrt. op. cit., fragment [i11a, 21, p. 204-5. 
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beautifully reproduced. With this strategy, a space is created for aesthetic 
contemplation which (the artist claims) can lead to a greater appreciation of the animals' 
existence and contribute to their preservation. The problematic aspect of this kind of 
strategy is that the use of attractive imagery from nature may not only lead to a greater 
ecological awareness, but also to the exploitation of nature in advertising thereby 
turning it into a saleable commodity. This argument can be linked to an anti-acstlutic 
tendency that is suspicious of beauty in art. ' In the logic of an anti-aesthetic argument, 
beauty would weaken the artwork's critical capacity, involving the viewer in an 
uncritical experience of mere gratification of the senses. The suppression of the visual 
for the textual, the aesthetic for the political in my view is not necessary in order to 
make a work function critically. Allegory is a model constructed on the basis of 
contradictions where opposites enter into a dialectical dynamic. Thus, allegory is an 
important tool for visual art, as artists do not have to opt between one or another aspect 
of a work's meaning, but can explore an antithetical dynamic in the production of 
complex artworks. In a later stage of her work, Hesse-! lonegger becomes a master in 
manipulating the contradictory aspects of beauty and political engagement, using this 
tension as a powerful critical tool. 
Perhaps we could associate the images of these healthy bugs to an ideal of nature, a 
Platonic world of perfect forms, which give origin to the (not so perfect) physical world. 
But the critical point of these paintings is that the images are realistic representations of 
animal's body parts, not idealized forms. One could see the groupings of fragments of 
depicted insects as a historical document, that is, as Walter Benjamin's concept of a 
25 Cornelia I lesse-Ilonegger, in lleteropte= the Beaus fid car! the Other or Imager r Of a Mutating If orIJ trans. 
Cluistine Luigi. Scalp, Zttrick Berlin, New York, 2001, p. 66. 
26 1 have discussed anti-aesthetic tendencies in chapter 1, please refer back to the discussion on allegory, the avant. 
garde and noo-avant-gardc. I also make furl cr rtfa nces to this tendency in chapters 3 and 4. 
In1A 
collection. Benjamin regards both nature and history as inseparable. The fragments of 
insects, displayed like jewellery in a treasure box, are (paradoxically) images of a 
transient nature recorded for eternity (nature becomes fctishiicd), and as historical 
documents of a rapidly changing world, as pictures of a society and its way of seeing 
and dealing with the world. 
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29. Bug shields, watercolour. 21 x 29.7 cm. Gockshausen. 1978- 80 
The pictures of Bug shields show once again the colourful body parts of many insects, 
as if this were a study of comparative anatomy. In the first series of Bug . shields (1978- 
80), Hesse-Honegger modified their shape, by making the top of the shields a straight 
line. This small change shows a desire for aesthetic freedom that was far from the strict 
discipline that the rules of scientific illustration would allow. Hesse-Honegger is 
producing her own paintings for her purposes, and this is a more liberating field than 
when producing illustrations for academic papers for scientists. The artist felt that this 
deviation from the scientific fidelity of reproduction brought her work closer to art than 
to science. Ina later work Bug shields (1980- 83), she drew the anatomic parts as they 
were, reproducing the neckline of the shields. In the context of science this makes a 
dramatic difference, but in terms of art, the gesture is not so important. At that period, 
jIN, 
I lcsse-llonegger's work did not attract neither artistic nor scientific interest. Perhaps 
this was because it did not challenge or contribute to science in any innovative way; and 
in the artistic context, these early paintings did not convey yet the powerful message of 
her later work. 
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30. Rug. chicldc, watercolour. 21 \ 29' . m. ( lok h shauscn- 1980- 83 
Towards the late seventies Hesse-Honegger noticed a decrease in the population of leaf 
bugs (Heteroptera) in the areas where they had been easily found in past years. She 
started painting flies because they were not an endangered species and were abundant in 
the small ecosystem of her flowerpots. In the Fly backs series Hesse-Honegger 
transformed the perception of `disgusting' insects, such as flies, into pieces of wonder. 
Perhaps, these paintings of perfection and beauty are an important and necessary stage 
for the full appreciation of the grotesque malformations of her later series of works on 
mutation. Fly backs from 1981-2 and 1983-85 show some formal inventions, as Hesse- 
Honegger starts adding pieces of paper to include an extra drawing to the composition, 
breaking with the constraints of the standardized size of paper and rectangular format. 
These were minor details, that may have represented an exciting move from the 
constraints of scientific illustration, but the most dramatic and courageous move she 
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made, in artistic terms, was to start an independent research project on the cffcct of 
artificial radioactivity on naturc. 
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31. Fly iacke, waterrnlour, 45.3 x 57 cm, Gockshauxn, 1983- 85 
Fly backs (1981-82) below and some other paintings (for example the series of 
Drosophila flies heads with mutation, on page 110) appear at first sight, to be close to a 
minimalist aesthetics. The series of insect body parts are presented in a manner which 
formally resembles the austere and clinical ordering of elements in Minimal art, 
generally characterized by a structure of serial repetition of elements. The similarities 
are perhaps smaller than the many differences between Hesse-Honegger's approach and 
the aims and materials used by Minimalist artists, who worked mainly with three 
dimensional space, industrial materials and process of production. Contrary to 
minimalist units, which were usually identical, in Hesse-Honegger's work, the accuracy 
of representation of each individual element is crucial, and the variation in their forms 
are the very point of the work, specially in the mutated heads series. Artistic manual 
skill involved in the production of the paintings (completely irrelevant to minimal 
artists, who preferred industrial manufacture of the works) is also an essential part of the 
meaning because the conceptual basis of the work relies on the artist's ability to 
represent the specimens %%ith great precision %ºº that the formal ; i%lxkt (it the mt%%ººik 
fluid ions as c% 'tie [ice for a scicntific ar}; umcnt 
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Although it is possible to trs and locate some formal influences or artistic procedures in 
Ilessc-lionegger's work, this task does not seem to concern the artist. It is rather a jot) 
for the curators of her exhibitions or art critics. She has not engaged \%ith the 
articulation of'her artistic practice in relation to art history or recent theoretical debates 
around art. In this respect. llesse-I lonegger seems much closer to a scientific context, 
as the influences she traces in her practice are all related to the scientific \%orld: her role 
models are the German scientific illustrator Maria Sihv lla Merian ( 1647-1717), the 
British scientist Mar) Anfing ( 1799-1847) and the S' edish taxonomist ('arolus 
Linnaeus (1707-1778). Through the circulation ot'hcr \%ork in art institutions, llcsse- 
I loncgger's practice has been situated in relation to the work of other contemporary 
artists dealing \% ith nature, ecology . and politically engaged art. 
" 
Picturing Mutation, A Disobedient knant ººf scicncc'! 
When the radiuacti%e accident in ('hcrnuh) I happened in April 1986. l lesse-I leºncggcr 
was working \%ith radiated flies, m-atching closel\ the horrifving cilicts radiation 
produced in later generations of exposed insects (sec illustrations cºf mutated I)nºsuphila 
IOW 
flies). 28 Hesse-Honegger became concerned with the possible effects that such 
catastrophic disaster would have on the health of the environment and humans, and 
expressed her concerns to the scientists with whom she was working. They were 
unanimous in assuring her and the public that the level of radiation released would he 
harmless to the environment and there were no reasons for panic. 
err 
33. Housefly. mutant 'aristapedia' 34. Wild housefly 
watercolour, 44 x 55 cm, 1985- 86 watercolour, 44 x 53 cm. 1986 
Hesse-Honegger was not easily convinced, especially because there was not enough 
scientific evidence for such assurances. She argued that, at that time there was not 
enough research on the environmental impact of low level radiation being carried out in 
the contaminated areas by the Chernobyl accident, and that all that had been done were 
measurements on the levels of radiation. According to her, the assurances from the 
scientific establishment were based on a laboratory study on radiated Drosophila flies, 
which concluded that low level radiation would not affect organisms exposed. At that 
time there was no research on the morphological defects of insect and plant population 
on the areas affected by the accident, so she undertook some independent research. 
This started a new phase in her work and career. 
27 Her work has been shown alongside other artists interested in issues of the representation of nature, and 
interdisciplinary projects with science, such as: Mark Dion, Gerhard Lang, Matilda Downs, herman de vries. Rob 
Kessler. Susan Derges. Christine Borland. Kiki Smith. and Dorothy Cross. amongst other artists. 
22 In 1995 Hesse-Honegger worked for geneticists at the Zoological Institute in Zürich. who were experimenting 
with houseflies and inducing mutation with the use of X-rays. The two paintings above were produced as 
illustrations for these studies. Hesse-Honegger had already pictured mutated flies of the species Dnnsoplrila 
srbobscrra in 1967. at the same institution. In the sixties the scientists induced mutation by using mu tagen 
substances which were added to the flies' food. Thus. Hesse-Honegger had some previous experience in depicting 
malformation when she took the job of illustrating X-ray induced mutations in laboratoryexperiments. 
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I lcssc-I loneggcr's independent research lead her to the formulation of a hypothesis that 
nuclear energy was dangerous for the environment and humans because of the 
mutagenic effects caused by radioactivity in low doses; doses which are constantly 
emitted by nuclear power plants. Hesse-Honegger's concerns and her scientific project 
have gradually been confirmed by the work of other scientists. 2° Although she did not 
have academic credentials or a conventional scientific background. she developed a 
systematic method of collection and documentation of the specimens found near nuclear 
accidents or power plants. which raised important questions on the effects of low 
radioactivity. 
lb 66 ilp 
35. Drosophila melanogacle'r flies mutated by x-rays at the /oolagical Institute 
at the University of Zürich, deformed heads and eyes. 29 x 21 cm. 1986 
After the Chernobyl accident on the 26th April 1986. Hesse-Honegger studied maps30 
showing the trajectory of radioactive clouds over Europe. and identified two largely 
contaminated areas in Sweden and Switzerland. These she established as the starting 
29 Hose-Honegger based her arguments on her observations that were compatible with the findings of other 
scientists, such as those of Dr. A. Petkau's research initiated in 1972. Dr. Petkau challenges the view of mainstream 
scientists regarding the linear dose-response in which high doses mean high risks. He has proposed a supra linear 
dose-response relation, in which the closer the dosage is to zero, the greater the possible effects. Hose-Honegger 
also refers to the work of another scientist who concluded that low level radiation has a damaging effect: Prof. R. K. 
Whyte. of MacMaster University. California, who maintained that low radiation from official USA and UK 
governmental weapons tests during the 1950s and 60s had caused 320.000 infant deaths by 1980. The work of Dr. 
Ivan Bubriak on mutation in Chernobyl barley pollen was also mentioned by the artist. In a lecture at the Paul 
Scherrer institute in 1991. Dr. Bubriak stated: 'Lower dose rates were more effective in producing mutations than 
higher dose rates, and greater genotoxicity was observed from mixed-irradiation than from the gamma-irradiation. It 
seems that mutagenic effect in plant cells do not depend entirely on the total dose. but also on specific radionuclide 
mixture and possible toxi-chemical synergism. ' Cited by Hesse-Honegger. in 'Preface'. The Future's Mirror, 
published by Locus+. Potts Printers. North Shields, 1996. Other references to Petkau's workcan be found in Jay M. 
Gould. Benjamin A. Godman (ed. l. 'Deadly Deceit'. in Four Walls, Eight Windows, New York. 1991; and 
UNSCI=. AR 1982. 
30 Maps were printed in November 1986 by the Swiss Division of the Security of Nuclear Installations. 
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points for her research. She traveled to Sweden in the Summer of 1997 to collect the 
first generation of insects born after the accident. The plants and insects collected 
showed severe mutations. After observing some specimens from areas exposed with 
different levels of radiation. I lesse-I lonegger started to suspect that deformations were 
not only linked to high but also to lower doses. 
The following painting entitled Head and neck plate of a soft hug shows one of the 
insects found in a contaminated area. The composition of the painting and the delicate 
colours used, make it a harmonious image. Concealed in such beauty is a dark message. 
The depicted mutated feeler and underpinning information provided by the title. 
indicate the quiet and almost imperceptible deformations taking place in the site where 
the bug was collected. 
4% els 
36. Head and neck plate of a soft bug from Gysinge. 
Sweden, watercolour. 29.7 x 21 cm. 1987 
Hesse-Honegger's next trip was to the South of Switzerland, to the region of Ticino, 
near the border with Italy, an area that received a lower level of radiation from 
Chernobyl than the region visited in Sweden. In September 1987 she collected insects, 
plants and some Drosophila melanogaster flies for breeding. The following pictures 
show the level of deformity found in the leaves, and flies that were born from the 
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exposed parent flies. The drawings of ivy leaves appear to be a creative formal 
exploration on a theme, but instead arc realistic depictions of the dramatic changes in 
the pattern of the leaves. The painting Drosophila mcltmogacler shows two female 
flies, the one on the right is from the first generation and the Icfl one the t'Mirth 
generation of a couple of flies collected in Rancate, Ticino. The problem of radiation is 
that is provokes genetic changes which can go undetected for many generations. In 
January 1988 Besse-Honegger published for the first time the results of her research in 
the magazine Tages-Ameiger. The article entitled 'Ein ()ifer von Tschernobyl? ' 
included paintings of mutated leaf bugs from Sweden and Ticino, Drosophila flies, and 
a text contextualizing the work in relation to the Chernobyl accident. 
i 
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37. by leaves from Mcndrisio. Ticino. Switzerland 
watercolour, 29.7 x 21 cm. 1987 
-.. 
38. Drosophila melanogaster, two females from Rancate. Ticino, 
Switzerland, (Mcndrisio Ill, first and fourth generation) 
watercolour, 29.7 x 21 cm, 1987 
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After the first project on Chernobyl contaminated arras, many of 1 Icsse-1loneggcr's 
subsequent projects focused on the low Icvcl radiation near nuclear power plants in 
various countries 3' In 1988 she researched the Swiss region of Aargau and Solothurn 
where the nuclear power plants of Lcibstadt, I3cznau I and 11, and Gosgen arc located. 
Around these nuclear plants she found and documented a large number of mutated 
insects. She once again published the results offer study in the April 1989 issue of the 
magazine Tages-An eiger which was accompanied by two texts by conccmcd 
scientists. ' This publication caused great controversy in the mainstream Swiss 
scientific community. Prof. Nothiger wrote an article criticising I Iesse-1 Ionegger's 
work, arguing that disturbances in nature are normal within a certain frequency, noting 
that the artist had not provided any percentages of the occurrences she had observed ' 
Besse-I loneggcr took notice of the criticism and improved her methodology of work, 
becoming more systematic in later research conducted in the same area from 1993-96. 
She started collecting the specimens at different distances from the power plants, and 
registering the percentage of mutations found in each location. The results arc 
presented in various maps that reveal that the closer to the power plants the insects were 
found, the greater were the number of anomalies present in their morphology. 
31 After 19881 iesse-l longer extended this project to study the effects of low level radiation (axuide ed by most 
scientists as harmless to the environment) near nuclear power plants in S%itzerlan d. Seilafheld -UK. as well as areas 
affected by the Three Mile Island accident plant in the USA and Knrmmel nuclear power plant In Germany. the 
recent atomic bomb tests in the South Pacific as well as Nevada, USA. and the I IAARP Project In Alaska. USA. 
32 Thee was a text by the entomologist Prof. Sauter. from the Ell I- Federal Technical Institute In Zürich, w ho 
argued that her findings wet worrying and recommended further research; and an article by Ralph Graeub 
concerning low radiation and human health. 
33 Anaher claim Prof Nothiger made was that the radioactivity from Chernobyl which had reached Switzerland in 
198ä, 20 mrem average for the Swiss population per year, was lower than the natural radiation (135 mrem), and that 
radiation from nuclear power plants was even lower, in Das Magazin Tages-Anzeiger, Zürich, NO S. April 1989. 
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39. Striped hug t; rappho. wma hn. 'arum. tmm Rohr. ncar (iosgen nuclear plant 
showing morphological damage to thorax 
These images of mutated animals and plants which are accompanied with maps and 
information about their place of origin, can be regarded as dialectical images, which 
paradoxically encapsulate past and present historical time. Benjamin explains the 
concept of a dialectical image and its relation to history: 
It is not that what is past casts its light on what is present, or what is present its 
light on what is past; rather, image is that wherein what has been comes together 
in a flash with the now to form a constellation. In other words: image is dialectics 
at a standstill. For while the relation of the present to the past is purely temporal, 
the relation of what-has-been to the now is dialectical: not temporal in nature but 
figural <bildlich>. Only dialectical images are genuinely historical - that is, not 
archaic - images. The image that is read - which is to say, the image in the now of 
its recognizability - bears to the highest degree the imprint of the perilous critical 
moment on which all reading is founded. 3' 
Thus, the legibility of an image, or access to its meaning is essentially historical, and the 
basis for its interpretation is the understanding of the dialectical movement between 
`now' and what has happened. 
34 Waltet Benjamin, 'On the Theory of Knowledge, Theory of Progress, ' The Arcades Prv#ect. op. cit., fragment 
[N3.1 ], p. 463. 
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The paintings of malformed insects arc powerful signs of the intrinsic intertwinement 
between nature and history. In these images. human technological and historical 
development is imprinted onto the genetic material of living organisms. The notion of' 
progress in the discourse of the Enlightenment, which was the basis of the scientific. 
technological and industrial revolutions, resulted in horrific social and environmental 
scenarios, and Hesse-1lonegger's paintings reveal to us to what extent this pervasive 
effect has been extended. In the beautiful images of insects, the mythic image of a past 
`unspoiled nature' clashes violently with the alarming reality of the present state of 
affairs. In this dialectic between nature and history, science and economic-political 
power, the dichotomies cannot be separated, and Hesse-llonegger's images give a 
picture of this dialectics 'at a standstill'. 
I 
40. ('ahhagc hug, Lurydema (Jlcrurrum. from Ruhr. SHivcrlarxl, 
watercolour, 76 x 56 cm. 1995 
Benjamin's theory of history, nature and criticism and their relationship to the ideology 
of progress are concerns of other authors of the Frankfurt School. Theodor Adorno and 
Max Horkheimer in their seminal book Dialectic of Enlightenment have also explored 
the dialectical dynamic between science, society and nature. They analysed the social 
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clTccts of the instrumcntalization of reason in technological society and its relation to 
nature: `What men want to learn from nature is how to use it in order wholly to 
dominate it and other men. That is the only aim. Ruthlessly, in despite of itself, the 
Enlightenment has extinguished any trace of its own self-consciousness. ' They point 
to the contradictory aspects of scientific discovery, which are progressive in 
technological and economical levels, but also have a regressive effect in social relations, 
increasing the power of dominant classes: 
The fallen nature of modern man cannot be separated from social progress. On 
the one hand the growth of economic productivity furnishes the conditions for a 
world of greater justice; on the other hand it allows the technical apparatus and the 
social groups which administer it a disproportionate superiority to the rest of the 
population. The individual is wholly devalued in relation to the economic powers, 
which at the same time press the control of society over nature to hitherto 
unsuspected heights. Even though the individual disappears before the apparatus 
which he serves, that apparatus provides for him as never before. In an unjust 
state of life, the impotence and pliability of the masses grow with quantitative 
increase in commodities allowed thcm. 3° 
In this process the modern subject and nature are devalued, under the instrumental 
mentality of the discourse of the Enlightenment. Adorno and Ilorkhcimcr reveal how 
rationality turned into its opposite, creating violent and dominative consequences for 
humanity and nature. 
llessc-Honegger's mutated insects are the emblems of our nuclear age, telling not only 
a story about the physical effects of `progress' inherited from the project of the 
Enlightenment, but also of how contemporary society relates to nature. Like a Baroque 
emblem book, the image is accompanied by a text (motto), which here, indicates the 
contaminated place where animals and plants were found. The meaning of the emblem 
emerges from a dialectical relationship between the image and the text. The insects 
portrayed are little fragments taken from a much larger (natural, socio-economic and 
33 Yboodor Adorno and Ma. x Horlhcimcr, Aclccric ojEnlighunmcnt op. cit. p. 4. 
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political) context, which cannot be represented in its totality. Although it is impossible 
to represent the whole 'picture', the fragments can lead us to an endless reflection on 
various levels of the complex relation between nature, society, art and science. 
Circulation of The Work 
After the 1988 and 1989 publications in the Tager. An: e1ger. I Jesse-I Ioncggcr's work 
gained wide exposure in the Swiss media, and she was invited to give interviews on the 
radio and television. Her findings raised concerns and contributed to a public debate on 
the safety of nuclear energy, which led the authorities to officially request further 
research, which was later carried out by Dr. J. Jenny. " In 1992 she represented 
Switzerland at the XVIII Triennial in Milan with the exhibition and book AJter 
Chcrnob}1 Later, this exhibition toured to several places in Switzerland, Vienna, 
Sweden, the UK and Canada. At this point I Jesse-I lonegger gained international 
recognition as an artist. 
The work has been circulated in both artistic and scientific contexts through the 
publication of books and exhibitions in art galleries. natural history and scicncc 
museums. The context in which the work is presented is an important aspect of it 
because it functions in different %ti3ys depending on the surrounding environment. 
36 Ni pp. xiv-xv. 
37 licssalioncgga coUsbotaic with this scientist. with disappointing results. His dissatstion dismissal her work, 
raising questions about her ability to discern between normal and mutated spccime ns; and concluded by saying that 
there was no correlation bct cn the high numbers of abnormalities and ndiatiaa emitted from the power plants. 
1 lcsse-i lonegg t noted that he had not made a distinction bct%vm the types of deformities nor had he recorded the 
locations where they Nue found in relation to the distance Fran the powtr plants. This is s«nahing she did 
aflerwards. 
IIR 
The exhibition After C'hernohyI was presented at the IJnivcrsity Museum. Oxford, 
from November 1996- January 1997. The paintings were displayed on wcxxlcn panels 
which zigzagged across the central exhibition space of the University Museum. This 
arrangement contributed to the merging of the artwork with the surrounding displays. 
The factual presentation of nature encountered in other didactic panels and explanatory 
texts near display cabinets created a conflicting dynamic with the work. The authority 
of the context gave a frame of scientific validity to the work which had been denied by 
some scientists in the field of radioactivity. Because the paintings were displayed ar 
art, the burden of proof was not a requirement, but the way in which the work was 
absorbed in the museum educational environment, and 'encouraged' the audience to 
take it as fact. 
41 i'It 1997 
The ambiguous situation of the work vis a vis the mainstream scientific view also 
affected the stability of the meaning of the surrounding collection by showing that 
factual evidence is subject to interpretation, and until a consensual agreement is met, it 
cannot be accepted as 'truth'. In the ordering of the museum displays according to 
;s This work was also presented in other natural history museums in the UK. such as the Hancock in Newcastle (July 
- August 1996) and Woollaton Hall Natural History Museum, Nottingham (October - November 1997). 
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evolutionary theories, nature is explained as a logical series of hard facts, as if the 
framing theories were an ultimate reality, rather than interpretation of it. And, as 
interpretations or socially constructed 'fictions', they can still change later if new 
theories become established as more revealing than the officially accepted ones. '' So, 
when presented in a museum, the work created a tension between the didactic and 
fictional aspects of science. 
In The Future's Mirror at the Middlesborough Art Gallery, the work assumed a 
different character. '0 The immaculate presentation ofthe paintings in the neutral and 
`antiseptic' gallery space made their presence stronger as objects of aesthetic 
contemplation. In the artistic context the work entered into discussions in the field of 
contemporary art The notion of site and site-specificity arc the first references to come 
to mind because in Besse-I Ioncggcr's word: the relation between the images and the site 
wfiere the animals were taken are crucial to the interpretation of their meaning. There 
were a series of mediations involved in the representation of nature from the site to the 
non-site space of the gallery: there was a gap between the images of the animals 
depicted (observed through the lenses of a microscope) and their ephemeral lives in 
their natural habitat. The institutional frame of the gallery around this scientific 
experiment gave it another layer of engagement by providing the space for a social 
critique of science. The space offered by art made room for the artist-scientist to sclf- 
reflect on the complex relation between science and the social and political spheres in 
technological societies. 
39 See the work: of philosophers of scicwc: Thomas Kuhn (1922). Kid Poppcr (1902.1994), lmrc W. atos (1922- 
19741 and Paul Feycrabcnd (1924-1994), oa how theories we fortnulatod and fail in the history of science and 
shifts in parsdigtms operate in various historical periods. 
40 The paintings from Air Owr nob)d were also part of The F nrv'a Mirrw exhibition a hich was ptzscmtod at 
various galicty venues in the UK tour. Tupic t louse in Carlisle (November 1996. January 1997). Lccds City Art 
Gallery (February " April 1997) and Midilaboeough An Galerry (April " May 1997). 
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Another important medium of circulation of I lessc l lonegger's work is through the 
publication of books. This is an effective way of disseminating her ideas and suits the 
didactic charactcr of the work. The reception of the paintings also changes as the 
pcrccption of different scales in the worts is lost, but the works still have an cffc ctive 
impact on the viewer. In these publications, the artist brings a great deal of background 
information to each project, and also texts by scientists, which arc better conveyed in 
the format of a book, than in otherwise too long texts displayed on gallery walls. 
The Reception of Besse-lioncggcr's Work in the Scientific Community 
As I have previously discussed, I Iessc-I loncggcr's work: caused great controversy 
amongst mainstream scientists in Switzerland. " Much of the arguments against her 
work: were based on traditional (19th century) notions of objectivity and subjectivity in 
relation to art and science. It becomes important to examine the history of these terms if 
we are to consider the arguments with care. The elusive and changeable character of 
these terms reveals the ambiguity of the art and science relations to 'reality', or ways in 
which a knowledge of reality can be asserted by each discipline. 
41 There are exceptions to this, and slowly her weak is gaining recognition as a serious scientific study. 
Inge Schmitz-Fcaatake, Professor of Fxraimcntat Physics at the University of Bresnan, comments on Hesse. 
I ionegge 's wort 'More than 60 years alter American geneticist Herman J. Mulls had shower that ionising radiation 
induces malformations, there arc still many ezperu who represent the mainstream who will deny such effects are 
possible by low dose exposure of significant quantities. Cornelia lksae-Honegger proved these effects did indeed 
exist within animals undergoing rapid alterations of grnaations, and, by extension, there is no eeriest to believe that 
similar defects will not occur in other species, all the way up to humans. She therefore exhibits a range of main that 
can be associated with an independent and responsible scientist' The scientist and teacher on ecology and ionizing 
radiation biology, at Canterbury Christ Church University College, Georges B. Dussart praises her skills as 
illustrator. 'Tbc technical expertise is breathtaking, earn V. hen mcasurd alongside other great biological illustrators. ' 
Ile also rec nisa the scientific validity of her duce 'cncs: 'From a scientific viewpoint, Hewer-I loncgger's 
ipustrations raise questions which require answers and therefore, as well as being artistically delightful, have a high 
scientific value in themselves. ' 
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Raymond Williams` researched the historical changes in the meanings associated with 
subjectivity and objectivity in the English language. Williams says that in scholastic 
thought `subjective' meant what things were in themselves (subject as substance); and 
`objective' related to the way things were presented to consciousness ('thrown before' 
the mind). Williams argues that these uses of the terms reflected a world-view, 
developed from the 17th century, especially from Descartes, that proposed the thinking 
self as the first substantial area of knowledge. In that view, the subject was the central 
position from the operations of which the independent existence of all other things was 
to be deduced as objects thrown before the consciousness. Williams explains that it was 
also from German classical philosophy that most uses of the modern distinction 
originated, where subject was the active mind or the thinking agent and the object was 
that which was other than the active mind. According to Williams, such a distinction 
from the German tradition of idealist thought influenced the development of current 
modern English senses of subjective and objective. So, in early 19th century, objective 
became what was taken from an external object and subjective something which existed 
only in the mind. Later in the 19th century the term subjective became understood in 
relation to art and artistic style (the Romantic view of the artist as genius, which was the 
dominant thought in the arts of the 19th century). Williams argues that the dualism 
between subjectivity and objectivity developed even further in the positivist science of 
the 19th century, where objective came to mean the factual, fair-minded (neutral) and 
hence reliable, and the subjective as based on impressions, personal feeling and 
relatively unreliable judgements. 
In the reception of Hesse-Honegger's work, the terms subjectivity and objectivity are 
often used in confusing ways by the scientists. It seems necessary to specify in what 
42 Ra)-nnond Williams in Key Words: aI bcabularyof Cblruman. f Sockg", Fontana Prcss, l, osidon, 1983, pp. 309.12. 
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way they arc meant. If we consider the idealist sense, her work, as all scientific work, 
can be regarded as subjective, because it is the result of a rational account of the object 
'thrown before the mind'. Scientists base their discourse heavily on reason, which, as a 
quality of the subject, renders all products of science subjective. In the positivist sense 
of the terms, her work can be more easily sided with objectivity, because it is based on 
an accurate depiction of the animals and plants represented. Her paintings are not 
cxprcssionist or abstract representations of nature, but very realistic copies of it. This 
aspect of the work would 'disqualify' it as the kind of art which praises traditional 
notions of originality, subjectivity and authorship. I icr work gains artistic and critical 
interest, precisely for being 'literal translations' of the insects portrayed. The dismissal 
of Ilcsse-lloncgger's paintings by scientists, as 'subjective' in a positivist sense, makes 
no sense because of the way they are depicted. As the artist explains: 'd deliberately 
banned my own fantasy from my paintings. What I find in mutated flies, created in 
research laboratories - or in fallout areas of Chernobyl or on leaf bugs near nuclear 
power plants outstrips anything that might come from our imagination. In our 
laboratories we are producing the raw models of what we are doing on a vast scale in 
vivo. '" 
Hesse-Honegger sees the role of the artist as a critical agent, with the power to promote 
debate and raise questions of crucial importance for society. She conceives of 
subjectivity in terms of autonomy, as she perceives the position of the artist as less 
compromised than the one of the scientist within a capitalist system. This relative 
autonomy gives artists more room to articulate polemic issues in their work: 
Even now scientists and intellectuals in our western society, which likes to 
believe, that individuality and freedom of expression is guaranteed, do not dare to 
speak up, or their research is not published if opposed to general thinking. Fear of 
losing research money or their jobs, causes many of them to cooperate - thus, 
43 Lcua to the editor of The Mulct' 
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more than half of the scientists Nvorld"4side work for the military. At the morncnt 
artists, arc almost the only independent voices in our society. Ilicy cannot be 
stopped by financial restrictions since they are not paid properly anyhow. " 
The question of subjcctivity and objectivity is closely linked with notions ofautonomy 
in art and science, which has been an issue for long debates in each discipline and in 
interdisciplinary discussions. The problem with such claims of autonomy for artists is 
that in the commodificd society in which we live, artists arc subject to similar pressures 
to the ones on scientists. It is only within the social constraints in which both scientific 
and artistic work arc carried out, that it is possible to articulate a level of critical and 
ethical agcncy. `s 
The use of the media of painting in Ilesso-lloncggcr's work-, relates to the historical 
collaboration bet s cn scientists and artists in a pro-photographic era, before the 
development of other technologies. '° But it also can be connected to a new notion of 
subjectivity in science in the late 20th century, where the scientist emerges as an 
interpreter. Scientific drawing is combined with more accurate technological devices, 
and the subject can make interpretative decisions in the production of the images. Peter 
Galison has observed the emergence of subjectivity in contemporary science in an essay 
entitled `Judgement against Objectivity'. In this essay, Galison traces changes towards 
objectivity in science, through an analysis of scientific atlases of various disciplines in 
different historical periods. lie examines the scientific production of images in relation 
to changing notions of objectivity, and divides them into three different categories: 
metaphysical image, mechanical image and interpreted image. 
44 I. aur to the editor of 'The Mule. ' 
45 This is a long discussion in the Gcid of eonternporary an, Ww hick I refer later, in chapters 3 and 4. 
K' Drawing is still largely used today, in combination with other media, because it gives in one image the information 
that would tale marry photographs to show. When a throe dimensional object, such as an insect, is viewed under the 
kns of & microscope, it is possible to focus only some arras each time, while others become blumod. Illustration, 
that is useful to %isualirc thew hole animal with microscopic detail at one glance. 
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42. Four seed bugs. LlytocsLc equecrr&c. from 'I'ubre and Santa Maria 
Madonna. Italy. watercolour. 47 x 55 cm. 1994-95 
Galison argues that in the 17th and 18th centuries to be objective meant to represent the 
universal (Platonic) ideal of nature, the aim was to depict the world beyond distorted 
appearances. In the production of such metaphysical images the skill of the artist was 
essential to correct the 'imperfections' of a particular specimen in order to approximate 
it to its original perfect form. Galison says that it was later in the 19th century that the 
notion of objectivity as a mechanical process became dominant: 'It [The notion of 
objectivity in the 19th century] had, by contrast, everything to do with a machine ideal: 
the machine as a neutral and transparent operator that would serve both as an instrument 
of registration without intervention and as an ideal for the moral discipline of the 
scientists themselves. '" Thus, in this view of objectivity, there was no room for artistic 
invention and the role of the scientist was one of a neutral observer, while 
photography' became the favoured tool to achieve the most scientific or 'unmediated' 
way of presenting nature. This technology was thought as the way in which nature was 
47 Peter Galison. 'Judgement against Objectivity'. in Pictwing Ccicnce. /'rrdicing An. cd. by Caroline A. Jones and 
Peter Galison, Routledge, London. 1998. p. 332. 
u Them is a long and well documented discussion on the discourse of objectivity in the history of photography 
which shows how the process of framing, selection and other photographic strategies arc far from offering a 
'realistic' account of the world; this criticism becomes even more evident in the age of digital photography. In 
chapter 3I will rcfa to part of this discussion in more detail. when considering Benjamin's writings on film and 
photography. 
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able to 'spcak for itscir: 'on the mcchanical-objective vicw. realism, accuracy, and 
rcliability all wcrc idcntiticd with the photographic. '`° 
According to Galison, towards the end of the 19th and mid 20th centuries, the emphasis 
on scientific attitude shifted to judgement and interpretation of factual data collected 
either mechanically or through observation. The scientist was no longer a selfreprcsscd 
observer. but emerged in the 20th century as an intellectual, an cxpericnccd and trained 
eye. Subjectivity became the centre of scientific production as Galison explains: 'what 
is needed is the subjective, the trained eye, and an empirical art, an "intellectual" 
approach, the identification of "patterns", the apperception of links "at a glance", the 
extraction of a "typical" sub-selucncc within a wider vanateon. iLO While handling a 
20th century anatomy atlas, designed by medical doctors and anatomists, Galison notes 
that the scientist becomes the interpreter, conscious ofan audience. The emphasis was 
on the didactic element, more than being true to nature. The scientists highlighted the 
abnormalities to teach their students to sec them. Galison concludes by pointing to this 
shift of emphasis from objectivity to subjectivity in science as analogous to the 18th 
century move from the metaphysical to the mechanical. 
The questioning of subjectivity in Hesse"Honegger's wort: is suggestive of the 
ambiguous attitude of scientists to it. If one considers the new subjectivity of the 
scientist, then the accuracy of the observation relics more on the authority of the 
observer than on the image itself. In order to be an adequate interpreter, one needs to be 
an experienced scientist, and this is the basis from which many scientists have not taken 
seriously the work: of liesse-Honegger. If her concerns arc to be heard, she would need 
to have the credentials of a specialist, this means to be a respected scientist, to enter the 
49 ibid p. 334. 
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circuit of academic publication, the long carccr in the profession, and cngagc in what 
Bruno Latour and Steve Woolgar called 'the cycle of credibility. '°' 
Perhaps than, I iesse- I loneggcr's work would need to be dismissed for its objectivity, 
the power of the images in challenging the authority of the specialist, in provoking the 
viewer to question the relationship of the scientist to political and economic spheres of 
power. l lesse-l lonegger deconstructs the discourse of scientific authority, by working 
with the scientist's own tools of objectivity, but as an independent researcher. 
Deconstruction is a method of reading what is present in a text, but is not necessarily 
conscious to the author. It is a reading ofthe margins, which reveals the `unconscious' 
aspects of a text. In l lessc-l loncggcr's work, the dichotomy of subjectivity and 
objectivity is deconstructed, revealing the presence of both in the making of science, 
where the objective evidence is closely associated with the subjective authority of the 
scientist involved. The work of the artist shows that the supposed priority given to the 
objective observation of facts does not prevail in this particular case. She has 
destabilized the traditional association of scientific research to objectivity. 
50 ibid. p. 340. 
41 13n^ oL mot ---d Steve Woe! r, 'TTh: q -cl: of C ddibili! y'. is Sderwe to Caatrxt. ci by Barry 11srars & David 
Edge, 1981, p. 33. In the model proposed by Latour and Woolgar. the activities of scientists art compared with a 
marlri ocomomy what they arc rove *s of aedibxlity : 'the forces of supply and demand crtatc the valve orthe 
commodity. , vi hick fluctuates constantly depending on supply, demand, the number of invcstigatars, and the 
equipnmant of the producers. Taking into scrams the fluctuation of this market, scientists invest their credibility 
% here it is Rely to be most rcwariimg. ' (p. 40) The goal of each inncsumatt is to extend the credibility n cle. Latour 
and Woolgar do not interpret the scientists' bcha-wiour in relation to their motivations, but their model reveals how 
sd:. acc actually worts, from this. p: rspcetn-c of its sxial Asti ns They argue that 'it mat" no difference wt:. tlkr 
scientists variously insist on the primacy of ardºble data, credentials, or handing as their prime motivating influence. 
No matter which section of the cycle they choose to cmphaszc or consider as the objective of investment, they will 
necessarily have to go through alt other sections as well. ' (pp. 41.2) This analysis of the process of production of 
science in contemporary society is the basis of much debate in the arra of scicncc studies, which is a kind of 
sociobgy of ecianec. The focus of this paspoctivc is on the relation of science with the wider context in which it is 
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Conclusion 
I Jesse-l loncggcr comes from a hybrid artist ic-scientifrc background, using the art world 
to circulate her scientific research, creating a context for a critical analysis of the 
practice of science. She can be regarded as a critical reader and producer of science, and 
the outcomes of her reading arc ambiguous works belonging to an intermediary space 
between art and science. Dion's work also bridges the two areas, but Dion moves in the 
opposite direction than does l Jesse-l loncggcr. He is an artist who steps into the area of 
science, bringing the discursive concerns from contemporary art practice to an 
exploration of science. 
Through the discussion of the work of these two artists, I have explored some of the 
ways in which art and science can interact with one another. In neither case has art 
been a mere disseminator of scientific ideas, but the relation between the artists with 
other disciplines is structured in a non-hierarchical manner. In this egalitarian dialogue, 
the question that follows is: what have art and natural science to offer each other? In 
the works considered in this chapter, science has provided access to a rich field of 
knowledge, methodological strategies and technology for the artists, with which they 
investigate how Western society has built and transformed our ideas about nature, as 
well as nature itself. But, what have Dion and Ilcsse-Iloncggcr offered to science? 
In order to approach this second question, I want to refer to the work of the French 
sociologist Edgar Morin, who has written about the complexity of the relation between 
science and society. Morin argues that there are ambivalent forces within the 
development of science that have significant consequences for socicty. Alongside the 
insatcd, ncctiving inllucncC from oronomic and political paras, Nhich dcsaminc what men of rcacath rocci-, v 
mxe funding. 
i ýK 
benefits of science. such as technological development, the enrichment of our 
understanding. health, comfort, amongst other aspects, it has also generated negative 
outcomes to humanity, such as the capacity to self-destruction, pollution and 
involvement with wars and great atrocities. Morin argues that, while the super- 
specialization of disciplines increases knowledge about a part of a field, it also produces 
ignorance of everything else that falls outside that narrow area. It also has a general 
effect on society, as he explains that the 'non-specialist renounces prematurely all 
possibility to reflect about the world, life, society, leaving these matters to the scientists, 
who don't have time, nor conceptual means to do so. '' The other 'evil' side of science 
identified by Morin, perhaps the most dangerous one, is the increasing power of science 
to manipulate life and nature, and allied with this is the dramatic impotence of scientists 
in relation to this same power. Morin argues that a common way for scientists to 
answer this question is to blame politicians. society, capitalism or totalitarianism for the 
corruption of science. But Morin argues that the accusation of the politician by the 
scientist is a kind of self-delusion or denial of the complex interrelations of science with 
society and politics. Thus, it is important that the scientist engages in the ethical 
discussions around the effects of his or her work on society. 
43. VieH of the instalIatiun I r, uu, 101, ill in it), i. kx ()I BuNerhlwdoRN. 1991 
52 Edgar Morin. ('iencia con, ('onsciencia. (Science with Conscience), original title Science avec Conscience. 
Bertrand Brasil. Rio de Janeiro. 1998. p. 17. (my translation). 
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Morin argues that the problem lies in the fact that the scientific method, in classical 
science, removed the subject from its practice. l ie cites I lusscrl's argument that the 
split between subject and object, removed the observer as a real social agent, from the 
scientific work. Following this argument, Morin concludes that science doesn't have 
the instruments to reflect on itself. 11c adds that the relation of technology and science 
with society complicates this problem even more, as they transform society, which in its 
turn also transforms science. Morin explains that, in industrial societies, the State has 
an active role in promoting and financing some areas of scie ntif is research; and in 
return it uses the powers gained by the scientific investigation. Ile argues that, this 
techno-burcaucratic structure, together with a super-specialization of scientific work 
leads to a generalized irresponsibility. So, scientists arc important actors in the field of 
State and military politics, but seem to have little room for action. Morin urges citizens 
to join these discussions: `Science is a too serious process to be left only in the hands of 
scientists. I would add that science has become too dangerous to be left in the hands of 
politicians. In other words, science has become a civic problem, a problem of 
citizens. ' 
It is in this area that I see the contribution of art to science. In creating a reflective 
space to discuss scientific questions in a wider context, the artist can be a catalyst in this 
civic debate. Because science has become very specialized, the participation of 
scientists can enrich the discussion by bringing a clearer understanding of the content of 
scientific work into a critical debate. Collaboration between artist and scientist can be 
fruitful in this way, whereas the artist can bring his or her critical tools and engage in a 
careful consideration of scientific works. It is crucial here to emphasize that the role of 
53 Ibid p. 133. 
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the artist is not one of disseminator of scicntific truths, but one or a critical rcadcr. or 
allcgonst, who will bnng the cultural and artistic perspective to the dialogue. 
Dion and I Icsse-I Ioncgger have created with their works such a critical space for the 
discussion of science. Dion's criticism to the progressive discourse of science and its 
hardly 'neutral" engagement with industry, has pointed to the antagonistic aspects of 
scientific practice for humanity and the environment. I Jesse-I lonegger's realistic 
depiction of the mutations in nature has revealed that the "creative' agent behind her 
projects, is not her imagination, but science itself The critical evaluation of science by 
these two artists, in their superimposition of the artistic with scientific discourses, leads 
to a reflection on the ethical and aesthetic aspects of science, which can be overlooked 
by scientists in their restrictive relations with the economic, political and military 
spheres of society. Paul Virilio has made an analogy between genetic science and art, 
using a similar perspective as that taken by I Icssc-I lonegger and Dion, and all of their 
critiques of the scientific establishment get to the same point of limits to the scientific 
manipulation of life. Virilio regards contemporary science and biology as a new 
expressionist art form, calling it transgcniear? and gcnetic cxpressionism in which 
the freedom of science has no limits: 'Ethics or aesthetics? That is indeed the question 
at the dawn of the millennium. If freedom of SCIENTIFIC expression now actually has 
no more limits than freedom of ARTISTIC expression, where will inlawnansty end in 
the future? "a 
While Virilio, as well as Dion, argue against the 'redesigning' of humanity and 
agriculture by genetic manipulation, llcssc-l loneggcr is dealing mainly with incidental 
St Paul Vuilio. Art a, uf Fcar. trans. by Julie Rose. Catinuum, L. crnir-m. 2003. p. 49. 
55 lbid. p. 59. 
36 Ibid. p. 61. 
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side-effects of nuclear energy, an area in which the 'creation of monstrosity' is even 
more alarming, because it is uncontrolled. The monitoring of the risks involved in the 
effects of radiation is in the hands of government agencies, which have clear conflicts of 
interest, because, as a self-regulating system, they are not inclined to hind research that 
could possibly make their activities illegals' 
ý 
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44. Soft Mtg. Miridoe. from Santa Maria. MMstertal. 
Switzerland. watercolour. 42 x 29.7 cm. 1992-93 
The works of Dion and Hesse-Honegger point to the necessity of bringing conscience to 
the practice of science. This is precisely the same point Virilio makes in relation to 
genetics: `The expressionism of a MONSTER, born of the labour of a science 
deliberately deprived of a conscience ... As though, thanks to the progress of genetics, 
teratology had suddenly become the SUMMtJM of BIOLOGY and the oddball the new 
form of genius - only, not a literary or artistic genius anymore, but a GENETIC 
57 The environmental scientist Georges Dussan explains: 'Govertnnents invested heavily in these agencies, partly 
through the military-industrial-nuclear (MIN) complex. and nuclear processors developed their own enormoln 
financial and administrative momentum. It therefore benefited the MIN complex to underestimate and under-report 
risks and events and even to falsify documents. The Windscale fire is an example of the former, and the Salter Duck 
debate is an example of the latter. ' Cited by Hesse-Honegger, in her The Furwe '. t Mirnw, op. cit.. preface. 
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GENIUS. " Perhaps we could add here the work of ttic'nuclear genius', who is really 
unaware of tlu art it is creating at the moment ofercation. What is unconsciously 
determining the whole process of production are the economic and political pressures, 
within the institutions of science. l lessc-llonegger comes and reveals this process 
through a dcconstructive reading of the scientific discourse. 
I lessc-I loneggcr is engaged with a 'realistic' aspect of nature, in her empirical 
observation and documentation of its material aspects. In her approach she has not 
articulated her practice with discussions around the social construction of the concept of 
nature, yet, her work has a sociological dimension, revealing the social networks and 
complex relationship of science with society, which get in the way ofa'neutral' 
representation of nature. In this way, her paintings indirectly relate to the social 
construction of nature by science, as she exposes the interference of the social and 
economic spheres, in the representation of mutated nature by mainstream scientists in 
the field of nuclear energy. Dion's approach can be regarded as being closer to the one 
of a historian or ethnographer, as he is concerned with the interpretation of the fluid 
meaning of the term 'nature' in a variety of contexts, combined with an activism that 
addresses urgent environmental problems that our society has created, thereby making it 
also relate to the 'realist' aspects of nature. Allegory has proved a incisive tool in my 
analysis of both these artists' practices and as means of discussing how they deal with 
the antithetical aspects of this interdisciplinary field. I have examined their work and 
considered allegory in relation to several themes including: social construction and 
realism, subjectivity and objectivity, aesthetic appreciation and scientific observation. 
58 Ibil p. 50. 
So As Nat foster has rc matted, in The Artist as f thnoprapher', in The Return of th ReaL the Aare tdwrJe at th 
&a of the Ceniwy, the MIT Prca; CambridM M. 1996. 
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Dion and I Icssc-I loncggcr, in their own way. are able to bridge the divide bctwccn such 
contradictory positionss in thcir construction ofcomplcx and rclcvant artworks. 
For both Dion and Ilessc. I loncggcr, the context of art, through its social institutions, 
has provided a space for public scrutiny and debate on the issues of science and nature. 
I am interested in this reflective space as one that art can provide for society, even while 
knowing that it is, at various levels involved with the pressures and trends of an art 
market. Art is far from an autonomous field and artists are subject, as arc scientists, to 
the rules of a `cycle of credibility. ' Yct, it is important to recognize that both artists and 
scientists need to have some degree ofautonomy or agency in the production of their 
work, within the constraints of their social institutions, if art and science are to claim 
any critical and ethical stance for their practices. 
Through the discussion of Dion and Hesse-Iloneggcr's work, I have indicated issues 
concerning the field of art, science and nature, as a transitional space, a ground in which 
artists and scientists have started to move across, rather than a clearly defined area. It is 
in this blurred territory that our collaborative practice (asikaincn&maccdo) has 
emerged. In the following chapters I will revisit some of the issues which surfaced in 
this chapter, in the discussion of three of our installations: oceans, the first mild day of 
Afarch, and air. 
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45. uikainen&m, 4do, still from antes, 2000 
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In this Chapter I examine the first case studs of our collalkoratisc work. the c idco 
installation ocewu (2000). ucc(»rc is a collection of heterogeneous fragments taken 
from scientific and non-scientific sources. It focuses on the polarities of art and science, 
which, as discussed in the previous Chapter on I )ion and I lessc- I Ioncgger. are 
sometimes considered hinars ohlxositions. oceans also reseals the instahilits of this 
polarisation. which identities natural science cs ith ohjcctis its and pros ider of factual 
descriptions of the ph) sical world, and regards all artistic approaches to nature as 
subjective, as in late Romantic and cxhressionist art. 
Before engaging in a reading ofoccdn1 .I %%ill discuss some of the historical aspects of 
ideo installation. This discussion Bern es to situate our approach in relation to this 
medium and its histor .I tieus on the history of video art %%hich has been gradually 
written ht artists, critics, curators and art historians. The combination of i, ideo art %%ith 
installation in the 1990s. makes this histon a comlºle\ one, because it bring's earls video 
works closer to sculpture and its traditional relation \%ith institutions ol'art, %%hich %idco 
artists in the 1960s were to ing to oplxºsc as part of an 'utopian' political project, as I 
argue in the follo% ing paragraphs. 
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Video Art and the Dialectics of Aesthetics and Politics 
From its emergence in the 1960s. video art has been associated with politics. It is also 
indirectly related to discussions on art and technology (photography and film) which 
preceded its social appearance as an artistic medium. For example, Walter Benjamin 
regards technology as a powerful toot for artists and identifies it with the revolutionary 
project of the historical avant-garde. In his famous essay 'The Work of Art in the Age 
of Mechanical Reproduction' (1936) Benjamin argues that new technological 
developments in art `brush aside a number of outmoded concepts, such as creativity and 
genius, eternal value and mystery" and arc 'useful for the formulation of revolutionary 
demands in the politics ofart. i2 Benjamin argues that the critical aspect of the 
technological media lies in the destruction of the ritualistic value of the work of art, that 
is, its'aura. '3 Through mechanical reproduction the artwork looses its unique presence 
at a specific place and time. Benjamin argues that film and photography, are 
fundamentally different to painting and sculpture, because 'instead of being based on 
ritual, it begins to be based on another practice " politics. " 
This criticism is at the level of the medium and reception, not only at the level of 
subject-matter. In another text, `The Author as a Producer' (1934) Benjamin argues that 
for an art-work- to be of political significance, it needs to produce more than a thematic 
critique or exhibit the `right (political) tendency', it also must have the right artistic 
t Walter Benjamin, 'The Work of Art in the Age of Medtunical Reproduction'. Mmi auionr, trans. by I latry Zohn, 
Fontana Press, London, 1992, p. 212. 
2 Ibid. p. 212. Benjamin makes a distinction between the critical and revolutionary use of film by Russian 
filmmakers and that of American cinema: 'Under these circurnstarxts (capitalist exploitation) the film industry is 
trying hard to spur the interest of the masses through illusion-promoeing spectacles and dubious speculations. ' p. 226. 
3 Walter Benjamin, defines aura: 'Y'lut is aura. actually? A strange weave of space and time: the unique appearance 
or semblance of distance, no matter how close the object may be. ' in 'A Small I fstory of Photography'. One Way 
Stmt. Verso. 1998. p. 250. Photography and film destroy this distance bcawrcn the viewer and a present object, by 
reproducing it to be viewed in various other contexts otter than the original encounter with it. 
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tendency: '... the tendency of a work of literature can be politically correct only if it is 
also correct in the literary sense. 's Tlhe criticism of traditional artistic media, produced 
at the level of the medium by photography and film, also assumed a political 
significance, because in the 1930s, traditional media in the style ofsocial realism and 
nco-classicism were associated with totalitarian regimes (Soviet communism and 
Fascism), while avant-garde practices had been condemned and prohibited under those 
regimes. Thus, the critical power of an artwork does not lie only in the political 
orientation of the author, but also relics on its capacity to address conventions of 
representation Later in the 1960s. video art developed as a reaction against 
Grccnbcrgian formalist modernism, which had become associated with the American 
establishment, thus the medium assumed again a political character. 
An anti-aesthetic attitude6 developed in art in the nco-avant-garde movements of the 
late 1950s and 1960s, which aimed at reviving the political principles of the historical 
avant-garde of the early 20th century and its anti-art practices. Video art emerged in 
this period? influenced by the possibilities opened for art from Duchamp's readymades, 
with an intensive questioning of the commodification of the art object and traditional 
notions of originality, authorship and subjectivity. Minimalism, conceptual art, 
performance, happenings, land an, video art, and body art emerged to challenge the 
hegemony of painting, and the aesthetics associated with it, as %vcll as the 
commodification of art and issues of reception. Conceptual art was perhaps the most 
4 Ibc Work of Art in the Age of Mechanical Reproduction'. cep. cit., p. 218. 
5 Walter Benjamin, 'The Author as a Producer% in Un krstan. ßng Bmht. W= By Arena Bostocl, NLB, London. 
1973. p. 86. 
a See Pctcr BBaarger's discussion of the avant-garde an noo-avant-garde mo unaw in Chapter 1, in %%hich he 
pricikges the political ova the aanccsie. Hal Foster also calls post-modem art 'anti-aesthetic'. whidr he defines as 
political: 'More locally. "anti-acsihctic" also signals a practice, erossdisciplinary in nature. that is sensitive to 
cultural forms engaged in a politic (e. g.. feminist art) or rooted in at crnacular - that is, to forms that deny the idea of 
a privileged aesthetic realm. "Postmodernism: A Preface% in The Anb Ors herrc: Etsa)s on Posrm%km Odium, 
edited by Hal Foster. first printed in 1983. First New Press. New Yori, 1998, p.. zv. 
7 Many authors consider Nam June Pail's 'Pope Video' produced in 1963 (%ith his Sony Portapal. camera). the rust 
piece of 6doo art. 
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drastically iconoclast of all art practices that emerged in this period. The British 
collective Art&Language articulate one of their aims as: '... what conceptual art seems to 
be doing is questioning the condition that seems to rigidly govcrn the form of visual art 
" that visual art remains visual. 
' In arguing that a text could be considered an artwork, 
conceptual artists certainly expanded the limits of art, but, in doing so, they suppressed 
its visuality by identifying it with a 'conservatism without any acknowledgement as to 
how art can develop. '9 Some conceptual artists, such as Art&Language members, and 
Joseph Kosuth (art as an 'analytic proposition')10 sided the aesthetic and the visual with 
asocial, uncritical thinking, yet, their only subjcct"matter was art, and this kind of 
hermetic self-criticism and self-refcrcntiality lcd them to disregard broader political, 
social and historical issues beyond the art world. " 
The suppression of the aesthetic and its opposition to politics is problematic, cspccially 
in relation to video art. Video is a visual medium but is also associated with conceptual 
art's legacy to contemporary art, that is, a conception of art in which the idea is a crucial 
part of the work. The medium of video can accommodate both the aesthetic and 
critical, visual and conceptual aspects of art in its reception, as argued by Benjamin: 
"The conventional is uncritically enjoyed, and the truly new is criticized with aversion. 
With regard to the screen, the critical and the receptive attitudes ofthe public 
0 Art&Langua'e. 'Introiuction' of the magazine's first volume (1969). in Alexander Albano and Blake Stimpson. 
Cwrarrh+a1Art: A Cru cal Antho1op. MIT Press, Cambridge, MA, and Landon, 2000. p. 99. 
9 Ibid., p. 104. 
10loseph Kosuth in'Art after Philosophy' argues: 'in this section I will discus the separation between aesthetics and 
art; consider briefly Formalist art (because it is a leading proponent of the Idea of aesthetics as art). and asset that art 
is analogous to an analytic proposition, and that it is art's existence as a tautology which enables an to remain aloor 
from philosophical presumptions. ' In ConarrtualArt: AC izkul Antholoy. ad. A. Alberto and B. Stimpson. op. cit, 
p. 161. 
11 ? here are divisions In the theorization of conceptual art V`'hile Terry Atkinson (Art&Language) argues that 
visuality was not relevant to the an status of an artwork. Lucy Lippard regards the visual aspect of conceptual 
artworks still artistically relevant. arguing that what was dematerialized was the concert O/ Wt. in her well-known 
essay 'The Dematerialization of Art' (I%8). Uppard's idea of dcmatcrialization dues not mean that the an object Is 
not matuializrd. but that an is not identical to the materials toad to produce it: it Is not modium-specific, but the 
artwork is in the idea. which takes various material versions. 
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coincidc. "2 The argument against aesthetic or poctic artworks is that they would be 
apprehended uncritically by the viewer, but this is not necessarily always the casc, as I 
will arguc in this Chapter. This distinction between politics and aesthetics also 
permeates the discussions of the history of video art. 
The association of video with mass media made it a rich medium for artists to realize 
the avant-garde ideal of blurring the boundaries between art and life. Television was 
used by early video artists with the intention of producing a critique of Western 
industrial society in the 1960s, as Martha Rosier argues: 'Not only a systemic but also a 
utopian critique was implicit in video's early use, for the effort was not to enter the 
system but to transform every aspect of it and - legacy of the revolutionary avant-garde 
project - to redefine the system out of existence by merging art with social life and 
making audience and producer interchangeable. ") Early video artists had this ambition 
of subverting the media, by using it as a form of social empowerment. Rosier identities 
two tendencies in early video art a 'surrealist-inspired' one which explored its aesthetic 
and poetic aspects, and has been regarded as using video as a narcissistic or self- 
referential medium; 14 and another 'documentary' stream, which is focused on social and 
political issues, carrying for ward the 'utopian' avant-garde ideal. 
Documentary art video gave rise to a diversity of foams, such as'stre et video, ' 
`community or grass-roots video, ' 'guerrilla television, ' 'alternative TV, ' and 'video 
essay. ' which, according to Deirdre Boyle, were focused on counterculture issues, 
presenting the perspective of hippies, sexually liberated and drug-tripping urban culture, 
12 The Work of Art in the Age of Mechanical Reproduction', op. cit.. p. 227. 
13 Martha Rosh, 'Video: Shedding the Utopian Moment', in Illwnts mng I IJco: anJ Eucnrtal GO to 17Jco An, 
Doug Hall and Sally Jo Fifer (ads), Aperture Foundation. New Y«1., 1990. p. 31. 
14 Rosalind Krauss has described early use of %idoo by artists as narcissistic: 'artist: c nilaaly talking to thenselra. ' 
In A 1o)nge on the North. Sra: Art In the AV ofthe Post, k bi m Gmuh ar, MLsaws and I lwison. Landon, 2000. p. 
30. See also her article 'Video and Narcissism', aiober. no. 1. Spring 1976. 
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local community problems and the feminist, gay, anti-racist and post-colonial political 
movcmcnts. lf Boyle remarks that the most influential authors amongst video artists in 
the 1970s wcrc Marshall McLuhan and Buckminster Fuller, who had the utopian project 
of decentralizing television through the use of video and cable TV as alternative and 
critical means for activist interventions. Boyle says that the low-quality and free- 
handling camera style of these documentary videos had an emphasis on the immediacy 
of the experience and the process of production rather than the end product, which 
distinguished them from mainstream commercial television. Boyle mentions 
underground video groups that emerged in the USA in the 1960s, such as Vidcofrccx, 
People's Video Theater, Global Village, and Raindance Corporation. 16 
The'Surralist-inspired' or `art video' category embraces a vast field of practices, 
including sculptural experiments with television sets, video projections and multimedia 
performances. This 'artistic' tendency is more interested in exploring the aesthetic and 
formal aspects of the medium, rather than focusing on its instrumental use as a 
communication tool, as in the 'documentary' tendency of art video. In early Fluxus 
multimedia installations, ' 7 context becomes part of the content of the artwork, as 
architectural and sculptural elements are carefully considered in the video presentation, 
and this is the basis of video installation today. Other Fluxfilms of the 1960s and 1970s 
by Nam June Pail;, Shigeko Kubota, Micko Shiomi, Yoko Ono, Wolf Vostcll used 
mainly television sets instead of projections for video presentation. In 1960s Bruce 
ts Dcirdre Bob Ic, 'A Brief History of American Mary Video'. in Ithim1namg 17dro: au d Etscnda! Gudde ro 
film Art. Doug flail and Sally Jo tier (eds). Aperture Foundation. New Yor1,1990, p. 34. 
to Ibid. p. 34. According to Bob Ic. Top Value Television (IVTV), associated M6 Vidoof=x and Raindance artist's 
groins,, produced alternative Cover of political evert:, do ekping a subjective approach to news reportage. as a 
critique to the'objoctivc' neutrality of prollmiorul jorrnahsm. 13o) le 93)1 that by the mid. 1970s the collective 
groups were replaced by indisiduals, who mound onto Mori for the media industry or establish thanschrs as 
independat producers. According to her, in the 1990s. individual producers, such as Dan Reeves, Skip S%%vcney. 
Edin Vclcs. Victor Masayesva Jr.. combined the aesthetic explorations of video by artists with documentary 
techniques, producing poetic 'video essays, ' as Win VcIcz called it. 
I? Michael Rush describes one of these installations by Nam June Pail called Zen Jbr f)bn (1962.64). which 
consisted or & clear 16 nun film projected onto a semi, next to a piano and a double bass. It % as presented at the 
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Nauman and Vito Acconti, produced single-channel, 'low-tech' videos (as a critical 
gesture against the use of sensuous imagery in commercial television), exploring video 
as a mediation between the viewer and the artist's private space in the studio by 
performing activities of extreme or obsessive bclmviour. 1' Multimedia performances of 
the 1960s by Robert Raushcnbcrg, John Cage, Mcrcc Cunningham, Robert Morris also 
made use of video and other'non-art'technologies. Minimalists or conceptual artists 
Robert Wilson and Dan Graham explored video in relation to the architecture of public 
and private spaces, interior design and the physical space in their performances. Joan 
Jonas since the 1970s has mixed film, video and sculptural elements in her 
pcrfomianccs. These Carly practices and uscs ofvideo dcvclopcd into various ways in 
the 1990s and up to the present. With technological innovations in projection devices, 
digital cameras and editing equipment (such as AVID and Final Cut Pro, amongst 
others) video artworks changed dramatically from single-channel presentation to 
multiple projection video installations of various sizes, often combined %kith sculptural 
elements. 
Roslcr stems to side with the political tendency ofdocumcntary video and is critical of 
the aesthetic one, which she regards as too close to the art establishment. She argues 
that art institutions tend to take an incorporative approach, suppressing the transgressive 
clement of video. Rosier calls this process thc'muscumization ofvideo art' which: 
`contains and minimizes the social negativity that was the matrix for the early uses of 
video. '19 Rosier argues that the aesthetic root of video conforms with the formalism of 
modernism which video an sought to criticise. She sees video installation as a 
Fluahall (Maciuna s loft in New Ycri), acconiing to Michael Ruskin New A/cba in Lout 2Oth-CrnnoyAm. Thamcs 
& Hudson. London.. 1999, p. 25. 
1e Bruce Naumann l7, ko CorriAw (196*) has a pafeimatise aspect dealing with issues of suntillancc and %icsat 
participation, vihkh arc clcmcnts often explored in paformance at la the $ stun film Thum AJjjxarion Swirl 
(1910), Vito Acconci rraonds his nw%-, cn cots in the studio, %hidt maimed his mme fmm poct y to paformancc and 
video art, as Michad Rush argues in NewAlctho in Lae 2M-CennayArr, op. cit., p 31 
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successful domination of video by the establishment: 'Muscumization has heightened 
the importance of installations that make video into sculpture, painting, or still lifc, 
because installations can live only in museums - which display a modern high-tech 
cxpansivcncss in their acceptance of mountains of obedient and glamorous hardmre. '20 
It is a pertinent point that expensive production costs and logistic arrangements required 
in some video installations could lead to artistic compromises determined by both 
funding and exhibition space, but there have been compromises in the 'political branch' 
of video art too, as Marisa Sturkcn has argued. 21 The fact that video installation requires 
the museum or gallery space, on the other hand, gives it a public and perhaps more 
democratic character, as it is relatively more resistant to commodification at the scale of 
the private art market. Even if private collectors (such as Charles Saatchi) buy 
installation art, they might ultimately display it publicly as this kind of work requires 
larger spaces and are not so easy to incorporate in a private home as arc painting, 
photography and other object based works. u 
The critic and curator John G. 1lanhardt23 has contributed to the development of video 
history from the institutional perspective, of which Roslcr is very critical. l lanhardt 
focuses on Nam June Paik and Wolf Vostcll as examples of artists who appropriated the 
19IN&p. u. 
20 Ibid p. 49. 
21 Muita Swrteu. 'Prados in the E%vlution of an Art Form: Great Ex+o tatioos and the Making of a History'. in 
RIumLnaring ildro: anJ Eucntid Gutft to t7dco Art, Doug 1WI and Sally Jo Filet (ads). Aperture Foundation. New 
Yott, 1990. Staten remarts that most tidoo collccai, ies sere parched as ton-profit and egalitarian organisations, 
but in fact, was male-dominated and'ome of them, such as Ramdanec, began as a profit-making corporation. She 
also argues that although the capecti-scs wuc regarded as antiestablishment, they had close relations with the 
atlertainmcnt indusu). They had an ambivalaat attitude to w ands mainstream tclc ision, because they were in 
principle against it, w hile at the same time wanting their w orris to be broadcasts! on it. 
a Ultimately an kinds of art art commodºruble, because we lit in a commodu(ic4 society. and the only way to 
a. oid cornmodificstion would be to change the s)ztun (which is beyond the powtr of art). It can be argued that 
video art as a reproducible artform offers a little more resistance to eommo bracation than any unique art object. The 
problem is that the economic a alue asserted to art is no longs related to its materials or physical lxopatia. but to its 
Was and the value it acquires institutionally. 
23 John Iianhardt w as curator at New York's Guggenheim Museum, and bead of the Film and Video Department at 
the Viäitncy Museum of American Art. Author of the books: Nasr. lnu+c Park, A Iltmrry of tlnt Aawr1c m Aºwu 
Gank Ctnwma and 1 ? fro Clinic: A Critical bn ragarlun. Ile paints to the imps trance of the curatorial museum 
culture in validating and promoting new media words. 
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television as an icon in order to fuse the social with the aesthetic. I Ianhardt traces their 
artistic genealogy as members of Fluxus, and their influence from the Marcel Duchamp 
and John Cage lineage. Their incorporation of non-art materials and media technology 
into artworks is regarded as part of the anti-art strategies of the 1960s. I lanhardt 
investigates Paik's concept of d6-collage, describing it as a technique of deconstructing 
imagcs from mass-media tclcvision in order to show their hypocrisy. 24 while, for Wolf 
Vostcll. dd-collage meant the `tearing off' of images to rcvcal new combinations, and to 
critique the ideology associated with television. 
Rosier is critical of such 'official' histories of video art, particularly questioning the 
mythification of Nam June Paik as the major figure in early video art because it 
disregards the great variety of practices in the field of video at that time. Roster also 
critiques Paik's sexist use of the female body in his work (in his Concerto for TV Cello 
and Videotape, 197 1): 'The hero stands up for masculine mastery and bows to 
patriarchy, if only in representation. The thread of his work includes the fetishiration of 
a female body as an instrument that plays itself, and the complementary thread of 
homage to other famous male artist-magicians or seers (quintessentially Cage). '23 
Roster argues that although Paik was one of the pioneers in bringing the TV into the art 
world, he did not provide a counter discourse to TV messages, as other artists did, who, 
according to her, were much more politically engaged and used video to articulate 
socially empowering messages. 6 
Mania Sturken argues that the relatively rapid historicization of video art by institutions 
is related to their funding strategies and institutional grow h, through the creation of 
24 John 0. Naahardt. '& /CbII Notes Toward a Retumination of the origins of Vidoo An'. in 
M mimaing fl ko: t JEtsenrld GsdJe to 1 Jco Art. Dug 11a11 and Sally Jo Fifer (ads). Apaturc Foundation. New 
York. 1990. p. 73. 
25 Ibid. p. 45. 
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new departments in museums and agencies to accommodate the new 'genre. ' She also 
identifies technological aspects of the medium as another reason for the compulsive 
necessity to historicizc video art, as the rapid deterioration of video tapes, requires them 
to be historically retrieved through interpretative texts before they arc lost for ever. At 
present, digital technology also advances very quickly, making relatively recent 
material (from the 1970s and 1980s) look too historical and poor in quality, when 
compared cvcn to the 'domestic' videos of the late 1990s. Sturken recognizes the limits 
that technology has in the aesthetic possibilities of video on. but she is against a 
'technological deterministic' approach to its historicization. which tends to ignore the 
contextual aspects ofsuch practices in relation to other art movements of the 1960s. 
Sturkcn argues that the low"tcch appearance of early video artworks was also 
intentional, in order to criticize the aestheticism of the art establishment, that was (as I 
stated earlier) formalist Grccnbcrgian modernism. Artists in the 1960s were interested 
in bringing the social and political into the realm of art, and portable video cameras 
made it technically possible to capture reality in real time. She argues that aesthetics 
and technology arc intrinsically connected in video art: 'The aesthetic changes in video, 
irrevocably tied to changes in its technology, consequently evolved at an equally 
accelerated pace. For instance, within a short period of time, digital imaging and frame- 
accurate rapid editing have replaced real time as the most prevalent aesthetic styles. 
Whereas in 1975 it was still standard fare to produce a tape in real time, by 1982 it had 
become (wvhen rarely used) a formal statemcnt. '27 
Thus, contemporary video artists have manipulated the diverse technological tools that 
are available, and inherited the legacy of the historical and neo avant-garde, to convey 
2° IbU p. 17. 
27 Mania Sturicn, 'Parad" in the Ewlution of an An Form: ('meat Exrcctations and the Mal, inS of aI Iistory', in 
Illiuirtrtaring 11dco: an.! Esmttd Gtlt. it to 1Mco Art, cp. cit, p. 103. 
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aesthetic and political messages through their artworks, without having to undcrninc 
their visuality. In recent video art the poetic and sensuous aspect of images are 
intertwined with a variety asocial. political and psychological issues. Bill Viola, 
Susan I litter, Rodney Graham, Isaac Julian, Stan Douglas, Steve McQueen, Tony 
Oursler, KrzysztofWodiczko, Laurie Anderson, Shirin Ncshat, Doug Aitken, Mathcw 
Barney, Robert Lepage, Graham Gussin, and Dalzicl&Scullion, amongst others, have 
all produced poetic video installations, in which they explore issues related to memory, 
mysticism, aesthetics, sexuality, anthropology, colonialism, fantasy, desire, race, 
gender, immigration, social exclusion, identity, politics, architecture amongst other 
subjects. For this great variety of issues and ways to present then, it is difficult to 
clearly separate aesthetics from politics in recent art videos, as the two aspects have 
become inseparable. A subversive political role could be claimed for video as a 
technological medium, (in the Bcnjaminian sense), before it was incorporated 
institutionally, as it initially provided a level of disruption to the traditions of the 
establishment in the 1960s. But after it became a new genre of art, its character of'non" 
art, ' and its initial utopian revolutionary ideal vanished, in both `documentary' and 
`aesthetic' trends. 
Since the 1960s, video art has explored multi-channel projections and combinations 
with installation art, but in the 1990s and currently, video installation is perhaps the 
dominant form of presentation of video art, which includes large outdoor projections as 
well as projections in specific sites, art and non-art museums. The dialectic of 
aesthetics and politics associated with video is maintained, addressing various social 
issues, without the illusion of being 'outside the system', aware of its social and 
-commodity aspect. Our own video installations have developed in the context of this 
later stage of video art's history, thereby being more influenced by the 'aesthetic 
icndc nCN 'o I, %ik1c an. Milch is clu"cr tr a rrncmatrr c\ix rtcncc r; rthcr than I hc 
dix u%snons around the use of'tcIc% ision from carIv % iJrn wor{º. I am interested in the 
dialectics hct%+ccn thc political and ac-ohctic ashcct% of aft In titc f01luwry tIt. cusa011 
of thc %idco installatiom cstagatc thc critical asix-c-t of acNthctics in ihc 
interface of art and u rcncc 
nreaa. c: the IhnHmic of krt and Science 
What strange ad%entures wfer has known. and shat a great number of things' 
But her Hai s of knowing are singular I Ier substance becomes memon she 
grabs and eats a trace of all she has skimmed. bathed. rolled from the limestone 
she has dug out to the shelters she has sashed. and the rich sands that served as 
her filters Should she spout into the das light. she is charged %%ith primitive 
Ixmers of the rocks through %%hich she trasclod She carries assa\ bits of atones. 
elements of pure ener ºý . 
bubbles of subterranean gases, and even at tunes the 
earth's intimate heat 
The video installation oecwi shows images of water in a diversit% of contc\ts It starts 
with a sequence of micro e\penments %%ith water drops in non gran it\ space (taken 
from the NASA educational archi%es). \shich float and mo\c \en quicklN in the space. 
giving the idea of dynamic tension at a microscopic le%cl Although it is not a literal 
: +e Paul Valcr`. ' In Praise of N stcr'. translated tn Chnsunc Iuan , in ik4, nrsrrva'n(m o Rr, akr, cvltted tºý Martin 
Mc(Ndlan. F. linburgh l'nn cmth Prcu. EInbutgh. : tkºlI, p xv (inguutl source Paul Vdcn. lMuvrra. Pans. 
Gallimard. I957-69, %ol :. pp '(12"3 
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image of the infinitely small, it is an allusion to it. Added to this scqucncc thcrc is a 
brief reference to water as bodily fluids and emotions: a closaup or n tear drop which 
slowly rolls from the eye to fall into the next sequence of'outer space' images, ='tshich 
arc clips of water drops that mimic planets or celestial bodies floating in outer space. 
This sequence also evokes the idea of the 'primeval soup. ' Dissolving in and out of this 
scqucncc are two stills: 'water vapour near a dying star' and 'water in Orion, ' followed 
by clips of Jupiter's moon, Europa, from a science documentary entitled 'Terra Firma, ' 
part of a series entitled The Planets. 30 
The fluidity of language and the tendency of things to become diluted with the passage 
of time make memory like water, a formless element that permeates everything, 
registering the cncrgy of all that has come through its path. Water is also the point of 
origin of life in this planet, as primal cells cmcrgcd in the primitive seas around two 
billion years ago. 31 The video installation oceans is a reflection on water, and the 
concept of origin is a crucial entry point for the engagement with its dynamic. Origin, 
for Benjamin, is 'a historical category involved in a dialectics of a movement of 
singularity and repetition, ' a process in which`the existent emerges from the process of 
becoming and disappearance 32 Meaning in art is an elusive clement, emerging and 
disappearing in different contexts. oceans has been built as a double structure, bringing 
extracts of scientific films to the realm of the art-. %vrk. In this structure the meaning 
associated with the original context of the scientific images is transformed. The notion 
of authenticity that is so important for verification in science, becomes diluted in the 
ambiguous construction of the artwork. 
29 Participation of LaJoa basal sctrus Kerry Ann Smith. fdmcd in NJ me 2000. 
30 The Planeis w as produaJ and tramminad by the ßßC (2)4.17A) Il999), wriucn and produced by David 
McNab. James Youngs. Jacquelin Smith &dy Jcxxs and co-Ixoduced by the Atu and Entcrtinmcnt Network. 
New Ycit. It contained a mixrare of archival gay fron NASA and eomputa geraatad grapbci. 
31 According to c olutionxy theories from Western sei mcc, but %atcr is also auociatnl with creation of fife in othet 
cosawb9im 
I , I. ) 
tkY'cJrm engages in a rcadmº, of thc scientific ic\t. unfolcfinj! the hrºx'rN% of %cicntrfic 
production asscx: iatcd mth the imagcn ahhrohrumccf 11 ith the incorlvration of the 
scientific fragments into the fluid structure of +a , i, tº, the scientific imagcrN is 
allcgoricalk dcNalucd. kxising its 'aura of truth. its s aluc as f nctual cs idcnce. to 
become onl\ a sign in a collage of \anous elements t he meaning ofººº r,, nm emerges 
from this (IN 11"11111C txtý%ccn thc historN, and origin of the appropriated tr: lkmcnls 
ý\ \ 
A% ater drop floating in space is injected %%ith a fluid in the opening clip of tweans " 
Another drop of water. the small fragment of a %ast ocean. is sculpted hN sound %%a% es 
which make it rotate, oscillate its shape. mo%e in %arious directions and split itself into 
two (fission) These e% cnts happen in aN icrogra% its space in a lalkiratorr. created to 
mimic the conditions under which water drops float in distant places in outer space. 
32 V1'altcr Bcn)amm. in the 'EptstrnwCntual Prok>guc'. 17ºc (1r79rR njrhr c: rrwvai Tragic /Mvnw. op at .p 
4ý 
33 This c. perimcnt was part of a research prt1cct lead tw Dr Rdncrt F Apfcl (Yale t! nisc t, Ncvº Ila%cn. 
C(xnertjcut). which in%estigated the surface pn'+cnws of liquid drops in the prrserxe of surfactants (suhsunwcit that 
ingrate km aid free surfaces tx interface bctwccn Iwo liquids) to studs molc Wm hirves actin); in the srface Iascr of 
water drops According to NASA rr{ixts tin the firm I'nitcd States Micrt"gras ºt% I wrattrs c pexnnwnt. water drinw 
weir squcered actusticalh and then released. a prtxcdurr w hick cmAcd free oscillation, in the shape of the drop. 
that weir later measured A scsecsrd lktp I)snannºcs 1-spenment was conducted M IN Tan kw Nang. (VandcitmIt 
t 'n %cmt . 
NashtiIle. Tennessee I. who researched the dtnines of liquid drops in low-gnat its, in c%pcrsmrnts on the 
Socad United States Micn gran it} Lab rattan mission. which included the studs of the fission of rt>tating drums and 
ISO 
billions of light ycars away from the c arth. 1/ In such experiments scientists mcasurc the 
flexibility of water, trying to quantify its fluidity. The experiment is quite emblematic 
of the scientific approach to nature and language, in its attempt to pin down their 
elusiveness into a mathematical system of rcprescntation. Trying to fix fluidity is a 
paradoxical task. In handling language, scientists try to secure their terrain, avoiding 
the slippery and ambiguous aspects of its linguistic structure, translating nature into a 
stable and reliable rational systcm, as Adorno and I Iorkheimer argue: 
For cnlightcnmcnt the process is always decided from the start. When in 
mathematical procedure the unknown becomes the unknown quantity ofan 
equation, this marks it as the well-known even before any value is inserted. 
Nature, before and after the quantum theory, is that which is to be comprehended 
mathematically; even what cannot be made to agree, indissolubility and 
irrationality, is convened by means of mathematical theorems. In the anticipatory 
identification of the wholly conceived and mathematized world with truth, 
enlightenment intends to secure itself against the return of the mythic. " 
Thus, the use of mathematical language by scientists is a way to avoid the ambiguity of 
visual and textual language. Ambiguity is the opposite of clarity and the unity of 
meaning with signified. In the discourse of natural science there is a desire for the sign 
to coincide with the referent in nature, and language to identify with the object of 
experience as a proof or reification of theory. Perhaps a parallel could be made bct%srcn 
the discourses of objectivity in science and of subjectivity in Romantic art: both wish to 
have an immediate relation to nature, ignoring the mediation of culture, inherited 
traditions and social aspects of the production of their works. We find in both the wish 
to repress the process of signification, a desire for the signifier to be the signified, not a 
reference to it. Gail Day explains this desire to coincide: '... the symbol-object was 
study of the centring mechanism in oscillating compound drops (the ding of a drop of a liquid inside another 
liquid). More information can be found at httpi/lnibttmsfc. nua govlShuuleJUSNIL? lscicncc/dde html 
34 Scientists designed a machine - the Drop Physics Modulo- to observe and rrgister expcrimetts in fluid physics 
phenomena. Film and Woo cameras rooond the behaviour of thew atcr drops for subsequent analysis. These 
esperunents w cm condudad inside a module called Spac lab4 which is a wvnlung laboratory aboard the space shuttle 
Cohuabia, using the micrograrity of low earth orbit for scicrntife and technological investigations. Food Leslie 
(rescarchcr at NASA's Marshall Space Flight Center) explains that the study the mm==t of fluids in microgravity. 
can head to a bcua understanding of the fluid dynamics ofstellar and planetary atmosphe e. For more information 
visit their w cbsitc at httpJlliilof. msfc. aasa govlShutnkiUSML2Jscicncc/ddc. html 
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directly entwined with meaning - meaning was immanent to it, and did not require the 
intervention, or mediation, of conceptual analysis, nor even a suhiect to activate its 
significance. '"` Allegory, on the other hand, points to the disjunction between sign and 
meaning. Access to meaning in allegory is not acquired by an immediate perception of 
form, but it emerges from the reading of a series of signs, not to he deciphered through a 
conventional code. but through endless possible interpretations. " Yet, allegory does 
not suspend the relation of the sign to the referent but works instead to problematize the 
activity of reference. . 38 
ýý ý\ .ý.. . _. . ý. .... . : 
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A stable relation between sign and referent is the basis for formulating theories in the 
field of planetary geology, as the relation of the scientist with his or her object of study 
is necessarily mediated by technology. While researching Jupiter's moon, Europa, 
scientists have produced a series of images, some of them quoted in oceans, which 
reveal Europa's geography to be mainly constituted of a smooth icy surface, without 
35 T eodor Adorno and Max Horkheimer. Dialectic of EWiglne, ent.. op. cit., pp. 24- 25. 
36 Gail Day. Po1stical Transfonnatineu and the Procticea of ('. /twin Negwian in ('ontexymmunT Art Thenry. 
unpublished PhD thesis. Leeds University. 1996. p. 188. Day is here inferring to Benjamin's opposition to the 
concept of the symbol as proposed by the nee-Kantians Stefan George and Ludwig Klages. 
37 Here I refer to Benjamin's concept of criticism, discussed in Chapter 1. 
38 See discussion by Owens and de Man in Chapter 1. 
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craters or mountains, but with long cracks and lines. 19 Scientists have taken these 
images, produced by the Galileo spacecraft, as evidence to support a hypothesis on the 
existence of liquid water oceans under Europa's icy surface. The process of 
technologically reproducing reality with a camera. gives an illusion of immediacy, that 
Benjamin describes as such: 
I 
... 
j the mechanical equipment has penetrated so deeply into reality that its pure 
aspect freed from the foreign susbstance of equipment is the result of a special 
procedure. namely, the shooting by the specially adjusted camera and the 
mounting of the shot together with other similar ones. The equipment-free aspect 
of reality here has become the height of artifice. the sight of immediate reality has 
become an orchid in the land of technology. " 
Thus, for the scientists the relation of the image with a referent in the world is crucial in 
their use of video and photography, despite the complications involved in this process. 
Scientists are not concerned with the ambiguous aspects of image-making (which are of 
interest to artists), and try to recover a relation of immediacy between the camera and 
the parts of the world which it records. The scientist handling imagery of Europa is like 
Benjamin's beholder of a photograph, someone who 'feels an irresistible urge to search 
'41 such a picture for the tiny spark of contingency, of the Here and Now. 
m 
¼'". ýýu1ý ý'i 1 iu i 
39 Images of Europe quoted in onr+aru were produced by NASA's spaccaifl Galileo. which was launched in 1989. 
arriving at Jupiter in 1995. having extended its primary mission to observe Europa until December 1999. 
40 Walter Benjamin, in 'The Work of Art in the Age of Mochw ial Reproduction', op. cii. p. 226. 
41 Waltet Benjamin. 'A Small History of Photography'. op. cit, p. 243. 
42 According to the Jet Propulsion Laboratory. the left image shows the approximate natural colour appearance of 
Europa, while the one on the right is a manipulated version combining violet, gran and infrared images to enhance 
colour differences in the predominantly water-ice crust of Europa. The image was taken on September 7 1996. at a 
range of 677.000 kilometres by the Galileo spacecraft, and processed by Deutsche Fit fuer I. ufund 
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The mediation of technology in the representation of the world brings us back to the 
discussion of video art at the beginning of this Chapter. In oceans we have been 
concerned, not with the art and non-art tension of the early history of video art (which 
was part of a broader project of institutional critique), but with the dynamic between 
representation and the natural world. The fragmentary nature of images technologically 
produced, and the tension between the 'original' and `reproduced' world bring video 
close to allegory. Benjamin's reflections on film, suggest that he regarded film as an 
allegorical medium: 'Our taverns and our metropolitan streets, our offices and furnished 
rooms, our railroad stations and our factories appeared to have us locked up hopelessly. 
Then came the film and burst this prision-world asunder by the dynamite of the tenth of 
a second, so that now, in the midst of its far-flung ruins and debris, we calmly and 
adventurously go traveling. '43 The fragmentation of reality into series of photographic 
moments, which give the illusion of movement in the film technique, is very close to the 
structure of allegory as formulated by Benjamin. 
In Chapter 1, I discussed how allegory differs from symbol at a temporal level. The 
apprehension of the symbol is involved in an instant act of intuition; while allegory 
accumulates a series of fragments, which break the unity between `essence and form' in 
the symbolic work. The paradoxical proposition of the fragment to present the 
unpresentable, is also part of the dynamic between reality and film or video. Film, 
photography and video do not present the totality of reality, as the procedures of 
framing, selection and editing of images are closely connected to socially constructed 
and inherited traditions in the way of seeing and representing the world. Yet, there is a 
level of immediacy to the process, as something in front of the camera is reproduced 
(assuming manipulation has not occurred). The selection and appropriation of 
Raumfahrt e. V., Berlin. Germany. Background information and educational context for the images can be found at 
http: //www. jpl. nas&gov/Oileo/SCPO 
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fragmcnts of reality from the world and the totality of the world stand in a dialectical 
position, as the fragment can lead to an endless reflection on the world. 
Wim Wenders articulates this relation of photography and film with an 'original' aspect 
of the world: 
Photography is all about the relation between the eye - and the mind and heart 
behind it - and the object in front of it, no matter whether that is a landscape, a 
person or a thing. That relation is formed by an intention, by a desire, by care, by 
honesty, by spontaneity, by a certain willingness to expose yourself just as much 
as the object, by humility, and often also by pride or cynicism. But in any case, 
there is that relationship, and it is governed by a certain morality. That morality 
can only exist as long as you can verify it, as long as there is the notion of an 
original 44 
In this interview, Wenders was arguing against digital photography, which looses this 
relation to the `real' object in front of the camera. The degree of manipulation of a 
photographic image or a piece of video can vary enormously, so it is difficult to 
generalize in terms of medium, the degree of `reality' or fiction an image would present. 
We have sought to explore in oceans the dialectics between `realism' and `social 
construction' which is an important aspect of the use of video by scientists (even if 
unconsciously intended). 
Technology is used by scientists for the purpose of cognition, and as a way to penetrate 
macro and micro spaces going beyond the limitations of human physical senses. In the 
discussion of the historical aspects of video art, I have argued that the aesthetic 
perspective also offers a critical way of engaging with the world. In oceans a tension is 
created between a poetical gaze and a scientific one. The latter is interested in 
discovering, classifying, quantifying what is in front of the subject, while the former 
relates to the images in a less defined way. In viewing the same imagery, such as `water 
43 Walter Benjamin, 4The Work of Art in the Age of Mechanical Reproduction', op. cit., p. 229. 
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drops near a dying star' or `water near Orion, ' as artists, we consider the aesthetic, 
linguistic, formal and conceptual aspects of the image, and its relation to a variety of 
other signs, rather than focusing mainly on the relation between the signifier and 
referent, as planetary geologists do in their research. In the image of 'water near a 
dying star, ' the dialectics of origin and history comes full circle, as water is present in 
the origin, a promise of life and also in the process of dying. Water and beauty, in this 
case, are associated with violence, disruption and ruin in the birth and death of stars. 
`ý. ii ý7(il1i1f'iIiJlü IF ý1 ii1; /7, t ý(ý: 1 
Scientists speculate on the existence of a subsurface ocean in Europa, as a potential 
habitat for extraterrestrial life. Even if such assumptions are not yet verifiable, the idea 
is very poetic, and it is a beautiful metaphor: a hidden warm ocean inside an icy 
moon... Scientists search the images of Europa with the hope of finding some evidence 
to endorse their scientific theories, and the by-product of this search is poetry: 'Looking 
at the pictures from Galileo, we see evidence of geologic action on Europa. Small 
44 Wim Wenders. 'Beneath the Surface', in Contemporary art magazine, issue 50. May/ June 2003, p. 44. 
ýý blocks n/ c"ru. cl Jlý,,, t like irc'hc'ºLý. c utc r (Ill int'i. cih/c' , cc u. 
I Irr'. sri'nti%ts arc producers 
01"an ambiguous iiiixturr 01'1, ()rtir and scirntitir languagr. 
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In oceans these hybrid fragments. loaded x%ith poetic and scientific significance. are put 
together in a sequence with other references to eater in various contexts. fhcrc is no 
hierarchy in the structure, no emphasis on a particular approach, but all signifiers float 
frech like Europa's icebergs on invisible seas. B suspending the authority of the 
scientific discourse, through the creation of an arhitrarr and chaotic system of' 
associations, the implied aesthetic aspects conic to the foreground and become critical 
of the scientific approach. Adorno and I lorkheimer have argued that aesthetics, art and 
poetry are close to magic, providing a critique of the enlightenment by sinlplý existing: 
'The work of art still has something in common with enchantment: it posits its own, 
self=enclosed area, which is withdrawn from the context of profane' existence, and in 
which special laws apply. '4' The artwork otters a critique ot'science b) having its own 
rules. In allegorical works meaning emerges from the accumulation or a new ordering 
45 Statement about research on Europa, hý Fhe Jet Propulsion I alxoratorý. Pasadena, ('A that manages the mission 
for NASA's Office of Space Science. Washington. IX'., in the (iatileo mission home page at I'RI 
http: //gal i leo. j pl. nasa. gov. 
ººf' t'ragr»rnts. hiclº are rearranged tiºIIºº%% ing tlrc Iu, vic ()t*thc %wrh, crc, ºting tcn`iolº, 
with their previous significance from their original contexts. 
- 
ý. `till tnom ta 
1-he pulsing rhythms underpinning the sound of oc"c'an add another dimension to the 
collage of mo% in, 1: iniages, draming the view er to an imaginative space. I hr hectic 
sound is devoid of'obvious reference points, like the loose signifiers in the sequence of' 
images, evoking the idea of dynamism and an unpredictability ofnmovement. This 
echoes the idea of language and nature as a dynamic system instead ofa static and 
stable structure of predictable laNNs. The sound was produced I'm this piece hý 
: zoyiet*france: "" Their music has been described as 'sound \\orlds that %%anders 
between organic, non-linear, to-fi explorations and take ethnicity, creating a \%orld 
where nothing is locatable and everything is suggestion, imaiting responsive 
imaginations. '48 the restless mix of electronic instnmients N ith sampled ambient 
noises, in the oceans soundtrack, enhance the poetic aspect of the sequence of visual 
quotations, and could he described as 'acousmatic' sounds: 'the acousmatic are those 
46 Theodor Adorno and Mas Norkheimer. Dialectic nj En1iyhtenment. op. cit.. p. 19. 
47 
:zn iet"francc: is an influential hand in the field of c\perimcntal music. The current member of nos ict"france 
are co-founder Ben Ponten (1980-present) and Mark A arren (1995-present ). Other musicians associated w ith the 
hand in the past are And% F, ardleý (1990-199). Lisa Ilalc (1980.1981 I. Peter Jensen (1980-1984). Mark Spy hes 
(1987-1989) and Robin Stores (1980- I Q92). AmonPst their albums are What Is Not True ( 19911, In I'er. oon (1996), 
Digi1ugue (1998). 77ie I)tcrim, nalcatiun of ('Ountn" . 
llruic (T ramwas. 2000). : zoviet*france has produced 
soundtracks for art videos. performances and films, such as 1wn«I I'isual . 'emcee, a film h,, Stan Brakhagc (I ISA 
1987); Transients al. a video h Mark Mushet (Suture Pr ductions. Canada 1991 ); amongst other. I1ºc-, have also 
produced the soundtrack to two other a ideo installations of our%:. 'l'nor Siojwt (1999-2000) and The Fir. ct . 4f, 
IJ 
D)at' r)j March (20011. 
i'Nx 
Sounds k. hich WC hear mthout sccinZ their originating cause. richer toreshadoýý in ' hat 
is about to cone or taking its ama\ from hat is imnºediatel\ \ isible into other 
Imagined spaceS. "I" In ()('Cells there is a subtle disjunction between sound and image, as 
the sound starts a Ic\\ seconds before the first image appears, and ends a te\% seconds 
earlier. leaving it brief gap of silence betiºrc the end. The silence creates a momentum 
fir the last images, as the camera zooms out From a close-up to a panoramic \ is of the 
moon Europa. 
ocran. c reflects sonic issues raised hý the Romantic (iermmn poet Novalis in his 
encyclopaedic project. The ('niversal Brrniillon. which brings art, philosophy. religion. 
fain tales and science together in a series of heterogeneous fragments. Novalis 
includes the aesthetic practice as part of knowledge. assigning a productive role to 
fantasy and fiction in the construction of science: 
Critically, I can only say - for me there is now no such entity - other than it 
fictitious one. All illusion is as essential to the truth as the bod is to the soul (... i 
All synthesis - all progression - or transition begins with illusion ( ... ) 
Relief is the 
operation of illuding - the basis of illusion - all kno\% ledge, at a distance, is belief - 
any concept that is outside of nie is it thing. All kno\\ ledge ends and begins \% ith 
48 Phil England, The Wire, September 1995. 
49 Brandon LaBelle, (artist, editor of Errant Bodies Press), in 'Distant Voices: 11i re Vices% on the ImpAmarxe of 
Sound in Film'. in C'nnremporary art magýrinc. issue 50. Ma N' June 2003, p. 75, 
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belief. Forward and backward expansion of knowledge is determent - expansion 
of the realm of belicf. `0 
According to Novalis, aesthetic or poetic activity is conceived as an endless, necessary 
process in which meanings are constantly made and remade: 'the poet uses things and 
words like a keyboard and all of poesy is based on the active association of ideas - on 
self-activating, intentional, ideal production of'chance - (chance- or free catenation). '` 
The American Surrealist artist Joseph Cornell undertook a similar task of'bringing 
together art and poetry with science. 
5(1.1lKCph ( 11rf1Cil. Iýoap \i i-(I 1Ill. ll ) 
(S(lacc Ohjcct), undated txlx construction from t931ºs 
Joseph Cornell interweaves the magical imaginary world of childhood with references 
to astronomy and natural sciences in his series of Soap Bubble Sets. In the box- 
construction Lunar Rainbow of this series. Cornell creates a poetical arrangement 
incorporating illustrations from science books with personal and mundane objects. This 
arbitrary combination is close to Novalis' sensitivity: `Non-rule is the rule of fantasy - 
the rule of arbitrariness - the rule of chance - of marvels (... ) Rule- direct law - Indirect, 
(twisted) law=non-rule. The rule of productive imagination - synthesis of direct and 
50 Novalis, The Universal Brouillon, fragment 601, published in Jochen Shulte-S sse et al (eds). Theory as Practice: 
a Critical Anthology of Early German Romantic Writings, University of Minnesota Press, Minneapolis. 1997. p. 233. 
51 Ibid. Fragment 953, p. 240. 
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indirect law. [... ]'s2 Cornell's Lunar Rainbow box is engaged in such dialectics, between 
the fantastic logic of poetry and the orderly representation of nature by science. 
According to Lindsay Blair, the inspiration for this series of works came from the book 
Soap Bubbles and the Forces which Mould Them, by the Victorian scientist Sir Charles 
Vernon Boys, who aims to merge art and science in children's education. " In this 
book, there are references to Plato's experiments relating liquid bubbles and heavenly 
bodies, where the form of bubbles are metaphors for the Platonic ideal forms of nature. 
Cornell writes about the Soap Bubble Sets series in 1948: 
Shadow boxes become poetic theatres or settings wherein are metamorphosed the 
elements of a childhood pastime. The fragile, shimmering globules become the 
shimmering but more enduring planets- a connotation of moon and tides- the 
association of water less subtle, as when driftwood pieces make up a proscenium 
to set off the dazzling white of sea foam and billowy cloud crystallized in a pipe 
of fancy. 54 
The blurring of boundaries between art and science in the Universal Brouillon and the 
Soap Bubble Set series was sought in oceans, in order to create a tension between the 
two categories, without regarding them as simplistically opposed to one another, as 
binary oppositions unproblematically related to subjectivity and objectivity respectively 
(as discussed in Chapter 2). There is no priority to any perspective, as Adorno has 
articulated: `... the aesthetic principle is not to be played out as sacrosanct - as would 
suit irrationalism - in opposition to the sciences. Art is not an arbitrary cultural 
complement to science but, rather, stands in critical tension to it. 'ss They are not 
essentially different, but, Adorno continues, they arc `... identical forces [that] arc active 
52 Ibid. Fragment 730, p. 235. 
W C. V. Boys, Soap Bubbles and the Forces which Mould Them, was first published in 1896 by the Society for the 
promotion of Christian Knowledge, after a series of lectures for children at the London Institute in the winter of 
1889-90, according to Lindsay Blair, Joseph Cornell's Vision ojSpirinal Order, London, Reaktion Books Ltd. 1998, 
p. 179. 
54 Extract of Joseph Cornell's text for the Copley Gallery catalogue in 1948, cited by Lindsay Blair, in Joseph 
Cornell si ision ofSplritual Order, op. cit., p. 196. 
56 Theodor Adorno, Aesthetic Theory, the Athlone Press, London, 1999, p. 231. 
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in non identical spheres. "" I his notion of art and science as identical forces, is much 
closer to the reality of contemporary practice of art and science, than the I9th ccnturv 
sharp distinction het%%ccn the two fields. I will nom refer to the critiques of traditional 
notions of'suhicctivity and ohiectivity that enºersýed around the 1960% which are 
influential to the current debate of'art and science, sthng by focusing on the role of 
collaboration and appropriation in the debate ofauthorship in artistic practice. 
Collaboration, Appropriation and the Deconstruction of tiuhjccti,. ih in 1rt 
ý' 
,ý.. ýi.. . 
The displacement of authorship in collaborative art practice reflects a critical relation to 
traditional ideas of authorship. %%hich is part ofa long debate in philosoph',, art theory 
and artistic practice. I Jere, I explore some aspects of this discussion in relation to the 
production of oceans, focusing on t\\o points: the appropriation of scientific sources, 
and the collaborative practice itself. 
56 Ibid. p. 232. 
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In the production of this piece, as artists, we are simultaneously in the position of 
readers of the scientific text and co-producers of the artistic work. Roland I3arthcs in 
his famous essay 'The Death of the Author', argues that 'writing is the destruction of 
every voice, every point of origin. i37 In this essay I3arthcs says that the emphasis on the 
person of the author is a product of history, a kind of 'positivism in literature', reflecting 
the individualism of capitalist ideology. Barthes' structuralist approach is in favour of 
shifting the attention from the autobiographical aspects of the author, to the structure of 
the work, with a focus on the performative aspect of language: 'it is language which 
speaks, not the author. '" Thus, Barthes inverts the notion that the author produces the 
text, instead it is the writer who is 'born simultaneously with the text. i39 Without the 
references to the personal life of the author, the meaning of the work is left open to 
interpretation. This is precisely the position of the allegorical model of criticism 
proposed by Benjamin, in which the meaning emerges from the reading of the reflective 
process in the structure of the artwork. 
60 
Without the reference to an author there is no ultimate meaning (unique essence) to the 
work to be deciphered by the viewer, but a play of signs. IIarthes regards this refusal to 
fix meaning as a truly revolutionary activity which challenges reason, science and law. 61 
In these transgressive activities there is no importance given to the authority of the 
origin: `we know now that a text is not a line of words releasing a single "theological" 
meaning (the "message" of the Author-God) but a multidimensional space in which a 
57 Roland llarthes, `The Death of the Author' (1969), in his Image. Music and Text, trans. by Stephen I loath, Fontana 
Press, St. Ives, 1977, p. 142. 
se Ibid. p. 143. 
Ss Ibid. p. 145. 
®o Here I am referring back to the discussion on the Romantic fragment and Benjamin's concept of criticism, from 
Chapter 1. 
61 Ibid. p. 147. 
%arietý ufm ritings, none ot. them Original, blend and clash. I he test is a tissue if 
quotations (1ramn from the innumerable centres oI'culturr. "' It; trtlu"s' undrrst: rndrny. oI 
the actin its of riling is close to the allegorical approach.. %hich in%okes a 
rearrangemento f fragments. a reinsertion of an existing tradition, and takes itit o 
account an existing 'inherited t\ pologv. '`'4 Barthes. Benjamin. and dc Man argue that 
the meaning lies in the reception. not in the origin. 
111 O&tcIH . 
tl1C allthorlt\ of the Silelltl"I" II1 aýýIS, IIInL the *e meet readlllg im the Illlages 
(similarly to the po%%cr ot'religious authority in consecrating mundane objects), is 
suspended or becomes irrelevant in the nc%W context. %% here another set of rules apply . 
The artwork opens the reading of the images to wider references, not only Focusing on 
the gap hem een the sign and referent. but also heMeen other signs. oc"rurl'. % unco%ers 
ttie dense layers of nmeanings associated '%ith the scientific text. GaIiIco. the spacecraft, 
is named after ttic Renaissance astronomer Galileo GaIilei. %%ho ohsencd Jupiter and 
tour of its other moons in 1610. The contemporary 'space e\pIoratioil* program creates 
a link x%ith a historical figure ot'great importance in the histon of science. %%ho as 
sz Ibid. p. 146. 
63 kY Paul de Man's deconstruction of Romantic expression in Chapter 1. 
164 
responsible for a revolutionary perspective on humanity's relation with nature, 
displacing the Earth from a central to a marginal position in the universe (with the 
heliocentric theory). Here, the ideological link between science and economics 
becomes explicit, as the US space exploration program (a symbol for the imperialist 
dominance of America) is associated with Europe's expansion in the Renaissance. 
Scientific texts are also intertwined with mythological stories and mystical 
interpretations, as Europa circles around her lover TM Jupiter, the Roman mythological 
god of Heaven and Earth, which also represents the principles of growth and expansion 
from an astrological perspective. 63 
The practice of collaboration is a way to decentralize authorship and problcmatizc 
autobiographical readings of the work. In the production of oceans, we manipulate 
different sources, bringing together various discourses attached to them. here, it is the 
origin and history of appropriated images that are important, not the origin of the 
artwork in relation to the autobiography of the authors. The scientific source of the 
appropriated material is part of the double structure of oceans. This aspect of 
appropriation which puts an emphasis on the contextual origin of appropriated non-art 
objects relates to a version of conceptual art articulated by the artist Dan Graham. Jeff 
Wall traces Dan Graham's idea of conceptual art, arguing that his work and writings 
have contributed to the reintroduction of social subject-matter to the tradition of 
conceptual art: `Graham's aim was to remain involved with the wider world as a subject 
and occasion for art, but to structure that involvement in the rigourously self-reflexive 
64 According to classical mythology, Europa was a Phoenician princess who was abducted to Crete by Zeus (Jupiter 
in Roman mythology) and became one of his lovers. In Crete the gave birth to King Min(s. 
as in the natal chart Jupiter is considered the planet of good luck, optimism. Rucess, generosity, and is associated 
with philosophical wisdom, knowledge, higher learning, vision and honesty. Julia And Derck Paler, ParLer's 
Asrroloj, and Ariel Guttman and Kenneth Johnson, Af)tlrtcAsrrokw. Archeoy ul Powers In Thu llorosrnpe, Edith 
I iami l tor, Alit holoy. 
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terms made mandatory by the intellectual achievements of conceptual art. i66 In an 
article entitled 'My Works for Magazine Pages: "a history of Conceptual Art"' Dan 
Graham criticizes Duchamp's rcadymade for not being interested in the social and 
historical aspects of the object appropriated, but is, rather focused on the art and non-art 
tension 67 Graham points to the fact that the rcadymade cannot be pushed further for 
this reason, once it has been absorbed by the art institutions as another type of art, then 
to repeat the gesture would be a pointless and uncritical exercise for other artists. In this 
text, Graham reads Dan Flavin's light works as historically and socially specific, 
opening up the idea of appropriation as having a focus on the historical specificity of the 
object": In Graham's view, Flavin adds historical and social content to the rcadymadc, 
making a tradition possible, and instead of pointless repetition, appropriation becomes a 
re-functioning of the object 69 
This approach follows the same logic of allegory as articulated by Benjamin, where the 
dialectics between origin and history is what generates meaning. The original meaning 
is supplemented by the new context, but doesn't annihilate it completely, just 
destabilizes its claims. The de- functional ization of the scientific imagery in oceans, 
creates a disjunction between the initial function of the images and the new context in 
which they are inserted. As part of a video artwork:, the viewer may not recognize the 
imagery as constitutive of a scientific theory, but may engage with the reading of other 
ee Jeff Wall, in the'Introduction'to Dan Graham's TrvdlayATrrror Power: Selected Writings by Dan Graham on 
his Art, MIT Press, Cambridge, MA, 1999, p. xv. 
67 Dan Graham, 'My Works for Magazine Pages: "a history of Conceptual Anf" in A. Alberto and B. Stimpson, 
Conceptual Art: A Critical Anthology, op. cit., pp. 418-23. 
as Graham argues that Flavin deconstructs the gallery and non-gallery distinction, showing that the gallery Is made of 
non-gallery, and relates this to Smithson's site and non-site distinction. According to Benjamin Buchloh, Graham 
regards the art institution as a fluid system of social relations of recognition. Graham's view of the artworid Is an 
expanded one, which includes not only the physical space of the art gallery and museum, but also an magazines and 
all sets of social relations and institutional conditions of possibilities involved in the production and reproduction of 
artworks. Happenings, land art, environments, minimalism, installation, all have expanded the notion of site and 
designation of art spaces. 
ee Benjamin Buchloh argues that the essential contribution of Graham's work to the debate and practice of 
conceptual art around 1965 was the transformation of an intellectual 'formalism' tendency into a more 'functionalist' 
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The re-functioning of the images as art destabilizes the scientific message, blurs the 
boundaries of the two categories, by bringing about their similarities: revealing the 
aesthetic side of science and objectivity in art (with the distancing of the artist to the 
production of the object). When handled by scientists the images still maintain their 
scientific validity, but may not be recognized as art. This shows that the images can 
serve simultaneously two different functions, a critique of its conventional function and 
an affirmation of it. According to Paul de Man, such ambiguity of a double meaning 
attached to one image leads to illegibility: `The authority of meaning engendered by the 
grammatical structure is fully obscured by the duplicity of a figure that cries out for the 
differentiation that it conceals. '70 
Both art and science can be defined as a set of social relations, being not only related to 
the physical aspects of their institutions, but as a system of recognition. In oceans we 
re-function the scientific material as an, while scientists recognize it as scientific data. 
The different approaches to the same material arc a matter of interpretation, using other 
systems of reference to look at the same object. The object and subject relation is based 
on different systems of recognition, which arc not different in absolute teams, but arc 
distinct discursive practices. The following section, therefore engages in the criticism 
of objectivity and neutrality in science, in parallel to the intense scrutiny of subjectivity 
and authorship in the visual arts. 
approach, in 'Moments of History in the Work of Dan Graham', in his N'eo, kwnl-Gante and Culrun 1nJustry, MIT 
Press, Cambridge, MA, 2010, p. 186. 
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Kuhn and the Deconstruction of Scientific Objectivity 
The 1960s was also a revolutionary period for science marked by intense self-critiquc, 
in parallel to the institutional critique that was taking place in the field of art. The 
publication of Thomas Kuhn's The Structure of Scientific Revolutions in 1962 was 
influential in the criticism of the dominant philosophy of science of that period, the neo 
positivism of the Vienna Circle and Karl Popper (1902.94). 7' The main principle 
defended by the Vienna Circle was the empirical verifiability of propositions, while for 
Popper, what would separate scientific from unscientific knowledge was the principle of 
refutability. If a theory was not refuted, then it was temporarily confirmed as true. 
Although Popper and the Vienna Circle members disagreed on this point, they were 
engaged in the same project of demarcation of the boundaries of science, which left out 
of their conception metaphysics, theology, psychoanalysis, social sciences and 
philosophy (except analytical philosophy, which is based on formal logic) because they 
could not be verified or refuted. 
Kuhn challenged the most cherished and foundational principles of the Vienna Circle 
and Popper in The Structure of Scientific Revolutions: realism, demarcation, empirical 
observation, precision, discovery and the unity of science. 72 Kuhn argues that science 
advances under a traditional or dogmatic world-view of a dominant theory, the 
paradigm. 73 Kuhn says that during the phases of `normal' science, scientists work 
under the principles of the dominant theory to resolve puzzles, ignoring anomalies that 
70 Paul de Man 'Allegories of Reading', op. cit., pp. 11-12. 
717he Vienna Circle was formed in 1928 by Carnap. Schilick, Hahn and Neurath, in Vienna. 
72 Jan }lacking, ed., Scientific Revolutions, Oxford, Oxford University Press, 198 ), pp. 1.2. 
73 Kuhn explains the concept of paradigm: '... a tom that relates closely to "normal science" By choosing it, l 
mean to suggest that some accepted examples of actual scientific practice - examples of chick include law, theory, 
application, and instrumentation together - pro ide models from Nhich spring particular coherent traditions of 
scientific research. ' He continues: 'Alen whose rescarrh is based on shared paradigms are committed to the same 
rules and standards for scientific practice. That commitment and the apparent consensus it produces are prerequisites 
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contradict the theory. A revolution or paradigm shits occurs when too many anomalies 
arc unresolved and competing theories emerge to challenge the dominant paradigm. In 
Kuhn's view, the dogmatic character of science is not that far from myth: 
... historians confront growing 
difficulties in distinguishing the 'scientific' 
component of past observation and belief from what their predecessors had readily 
labeled 'error' and 'superstition. ' (... ) If these out-of-date beliefs arc to be called 
myths, then myths can be produced by the same sorts of methods and held for the 
same sorts of reasons that now lead to scientific knowledge. If, on the other hand, 
they are to be called science, then science has included bodies of belief quite 
incompatible with the ones we hold today. ' 
Thus, the boundaries between scientific theories and other kinds of belief systems is not 
such a clear-cut one. Kuhn also points out that scientific fact is intertwined with the 
scientific theory which precedes the observation, the theory 'manufactures' the fact: 'no 
natural history can be interpreted in the absence of at least some implicit body of 
intertwined theoretical and methodological belief that permits selection, evaluation, and 
criticism. If that body of belief is not already implicit in the collection of facts - in 
which case more than 'mere facts' are at hand - it must be externally supplied, perhaps 
by a current metaphysic, by another science, or by personal and historical accident'" 
Here, the distinction culture and nature, realistic and socially constructed fact become 
indistinguishable. 
Kuhn's ideas were met with strong resistance by Popper and his colleagues at the 
London School of Economics in the 1960s. 76 At that time Paul Feyerabend supported 
Popper in his criticism towards Kuhn, but later Feyerabend developed his own 
revolutionary concept of methodological transgression, in opposition to (what he 
for normal science, i. e., for the genesis and continuation of a particular research tradition. ' In The Srrvcnurr of 
SdnutficRevolutions (1962), The University of Chicago Press, Chicago and London, 1996. pp. 10-11. 
74 ibid. p. 2. 
ß Ibid. pp. 16-17 
7e According to Ziauddin Sardar, in Thomas Kuhn and tl a &icncr Wars. Popper and his group (which includod Imrc 
Lakatos and Paul Feyerabend) organised an Inrernarionol Colloquium in Me Philosophy of&fcnce to undermine 
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considered) the reactionary hegemony of science. In Against Afethod: Outline of an 
Anarchistic Thcory of Knowledge (1975) Fcycrabcnd argues that science is not a 
rational activity, but an anarchic project in which all methodological rules are broken by 
great scientists, such as Galileo, for scientific knowledge to develop. lie defends 
theoretical pluralism, and believes that the proliferation of competing theories to explain 
the same phenomena leads to the progress of science, defending a total relativism, 
calling himself a `methodological anarchist. '" 
This idea of methodological transgression involves the same kind of strategics of 
allegorical appropriation and re-contextualization of fragments that artists have 
explored, and we used in the production of oceans and other works discussed in this 
thesis. With the dismantling of positivist dogmas in science and the questioning of 
Romantic notions of genius and originality in art, the distinction between art and 
science becomes less related to absolute principles of subjective expression and 
objective observation, but is defined by the different social and institutional discourses 
which frame their operations. 
Kuhn. Sardar says that Popper regarded the idea of `normal science' an enemy to science and civilisation. Kuhn's 
answws to their criticism was latex published in Criticism and the Growth ofAnowkdge (1970). 
n According to Sardar, Feyerabcnd invited to his elassa at the University of Califonnia, ßaieky, creationists. 
Darwinists, witches, amongst others to defend their arguments to the students, in Thomas Kuhn and the Sc! cacc 
Wars, p. 37. 
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Conclusion 
In the discussion of specific debates on the history of video art, I have argued that the 
tension between the political and aesthetic can be explored as part of a dialectic 
dynamic through the medium of video installation. In the video installation oceans I 
observed how aesthetics can be used as a critical tool to examine science. The visual 
and textual, which have been associated with the aesthetic and political, are intrinsically 
connected, as Bill Viola remarks: 
It is a new idea that images don't represent fixed things. They arc not static 
elements in a lexicon. They arc living beings that arc transforming and changing - 
in contemporary technological terms 'morphing' - into all sorts of things... What 
is going on is that the basis of image-making is shifting from the visual to the 
conceptual. The material basis of the image is no longer founded on the 
behaviour of light; it is based on the behaviour of thought. ' 
The idea and image of water is often used as a metaphor for the fluidity of language and 
elusiveness of meaning, by post-structuralist authors. oceans builds on this idea of 
transformation and instability of meaning, in an endless dialectic bctwccn origin and 
history, image and text, as formulated by Benjamin in his concept of allegory. This 
constant transformation of meaning with the passage of time, and change of context, 
frustrates the desire of science (and the symbolic artwork) for meaning and sign to 
coincide. In breaking with the order and disrupting the stability of the neutral discourse 
of science, oceans removes what Barthes called the single `theological' meaning 
attached to the appropriated material (given by the authority of scientific explanation), 
and restores a wider multidimensional space for their viewing. The fragmentation at the 
level of authorship is another allegorical aspect of the production of the work. In 
oceans, visual quotations from various sources and sound are brought together, 
assuming new functions. The outcome is not the expression of one individual unique 
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vision, but the result of series of mediations and experiments. Our role as artists is the 
same of the Baroque genius, a master of manipulation, whosc task `is one of 
arranging. '79 
In the discussion in Chapter 2, I remarked that I lesse-I loncgger operated in the gap 
between art and science, but used different strategies to the ones we have used in 
oceans. While Hesse-Honegger keeps the discipline of scientific methodology, we used 
the ambiguity of the allegorical structure to create a tension between aesthetics and a 
scientific perspective, through a kind of anarchic methodological pluralism, close to the 
total relativism proposed by Feyerabend. With the deconstruction of the 19th century 
associations of art with subjectivity and science with objectivity, the dichotomy 
between such terms has been gradually dissolved. Kuhn's work has opened the 
scientific discourse to a self-criticism comparable to the institutional critique in the field 
of art. I will expand this discussion on the criticism of the dogmatic aspects of the 
scientific discourse in Chapter 5, with reference to the new multidisciplinary field of 
Science and Technology Studies. 
Although not absolutely distinct terms art and science operate according to a different 
logic. Clearly the aim of the scientist is a question of knowledge, scientists treat nature 
as an object of study, from which they want to learn its laws and find out how the 
universe came into existence and how it works. The aim of the artist is less clearly 
defined The question of our origin can lead us to a reflection, if there is a purpose to 
existence, leading us further than the initial intention of pure cognition of the 
`mechanism' of the universe. While the imagery from distant planets and moons give 
70 Bill Viols, in Art in Question, cd. by Karen Rancy, The Arts Council of England and Continuum, London and 
New York, 2003, p. 69. 
"Walter Bcnjarnin, in The Origin of the Genrun, Tragic Drama, op. cit., p. 179. 
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scientists clues about their properties, the enlarged close-ups become open to a different 
kind of reading, creating a spacc for reception that Benjamin called the optical 
unconscious: 'Photography, with its devices of slow motion and enlargement, reveals 
the secret. It is through photography that we first discover the existence of this optical 
unconscious, just as we discover the instinctual unconscious through psychoanalysis. 'M 
The enlargement of small drops of water give them a visibility that they lack in 
everyday experience, making the viewer to look at them in a different light, creating a 
reflective space to examine its significance. 
Throughout this research I have been interested in investigating what happens to art and 
science in their encounter. Do the poetic aspects of images enhance their cognitive 
dimension or render them irrelevant in oceans? The `scientific' fragments used to 
illustrate a hypothesis, originally had a persuasive role in the rhetoric of the scientists 
(vital as proof to their theories, also useful in finding funding for future missions), but 
by contemplating their aesthetic potential we can perhaps reflect on what is behind that 
previous function. The images in oceans can make us wonder about the deep human 
necessity and desire to know ourselves, and speculate about the origin of life and the 
story of the universe we inhabit. In this quest to grasp the `unknowable', scientists 
produce work rich in poetic quality, loaded with such metaphysical questioning. 
80 Waltor Benjamin, 'A Small History of Photogaphy', op. cit, p. 243. 
59. asil: ainen&macc'do, untitled, 2001 
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Chapter 4 
the first mild dui' of March, a Melancholic Note 
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Showing telcscopc and video back-projection on the ceiling 
I open this Chapter with a discussion on site-specificity which is part of a current debate 
on the practice and theory of installation art. Then, the dynamic of the installation the 
first mild day of March will be discussed, which was a temporary intervention (from 
March to April 2001) in the Bird Gallery of the Hancock Museum of Natural I Iistory, at 
Newcastle upon Tyne. I consider three different levels of engagement of the installation 
with its site: physical, institutional and discursive, which Miwon Kwon, calls the `three 
paradigms of site-specificity, ' in her discussion of installation art, presented in the first 
section of this Chapter. 
The installation the first mild day of March engaged in a reading of the scientific 
discourse, creating new layers of signification on the already multi-layered structure of' 
the museum collection. This text produces another commentary on the artwork and the 
museum collection, after the intervention has taken place. The installation was 
produced again in collaboration with Henna Asikainen, thus, it is perhaps important to 
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remind the reader, that this later commentary is part of the endless process of 
interpretation and criticism involved in the reception of artworks. ' The text about the 
work is not the work itself, does not aim at giving the 'last word' on the work, nor to fix 
its meaning in any way, but can be considered as an independent, yet related, creative 
process. The ephemeral aspect of this installation, renders any reference to it to be 
allegorical, as it only exists now in the memory of those who saw it at the museum (as a 
memory, it tends to fade away and disappear into thin air). The photographic 
documentation, the texts, CD and the videos function allegorically, trying to rescue the 
work from oblivion, like the Romantic fragment, which (paradoxically) can present the 
unpresentable totality of the, now gone, artwork. 
thefirst mild day ofAfarch investigated the relation of animals to the context of natural 
history. In addressing this rich ground, I will draw from both Benjamin's work on 
allegory and Michel Foucault's `archaeological' exploration of cultural codes in the 
formation of scientific discourse as means of disentangling the complex layers formed 
between the animals, the collection and our artwork. The two authors take similar 
positions in relation to the dialectical dynamic of nature and culture, but approach the 
subject differently. While Foucault focuses on the historicization of nature (in The 
Order of Things), revealing how culture `produces' nature, Benjamin uses natural 
history as a metaphor for his analysis of culture, as he treats cultural products as mortal 
entities (in his Arcades Project). In Benjamin's thought, nature and history are 
indistinguishable. History is regarded as decaying nature: human structures of power, 
architecture and cultural products are regarded as ephemeral as organic life, they are 
born, deteriorate and die. In Benjamin's theory of allegory, it is because of this 
melancholic tendency of things decaying and their meaning vanishing, that they become 
1 Sec Benjamin's concept of criticism discussed in Chapter 1. 
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open to the allegorist to impose new meanings on them. the first mild clay of Afarch 
examines these existing tensions in the scientific discourse, in the overwhelmingly 
melancholic space of the Hancock museum. 
From Niedium"Specificity to Site-specificity 
here I return to the discussion in the previous Chapter, on postmodern practices which 
emerged in reaction to formalist modernism. Alongside installation art, site-specificity 
appeared in the 1960s as one of the many artistic strategies which challenged the 
principles of Greenbergian modernism, especially the notion of medium specificity. 
Rosalind Krauss, an author associated with the Octobcr circle, engaged with this 
critique of formalist modernism through the articulation and promotion of the discourse 
of postmodernism in the visual arts. 
Krauss, in `Sculpture in the Expanded Field' (1979), regards the development of 
sculpture from the 1960s onwards, as a break with the tendency of modernist sculpture 
to self-referentiality, `sitelessness' or loss of place. She describes modernist sculpture 
as a `kind of ontological absence, ' defined by a combination of exclusions summarized 
as something that is not-landscape and not-architecture. She argues that artists in the 
1960s and 1970s focused on the limits of these repressed terms, exploring the complex 
of architecture and landscape. Krauss was involved in the task of theorizing the work 
of Robert Morris, Robert Smithson, Richard Serra, Walter de Maria, Sol Le Witt, Bruce 
Nauman, linking them to the discourse of postmodernism, which was emerging in art 
criticism at that time. She remarks that such artists were working under a new set of 
possibilities in the production of their works which Krauss refers to as site construction. 
Krauss links various kinds of interventions into the combination of landscape and 
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architecture, with the new notion of site in postmodern sculpture: such as 'marked sites' 
(Smithson's Spiral Jetty and the 1970s work by other Minimalists), physical 
manipulation of sites and ephemeral or impermanent 'marks' combined with the 
documentary use of photography (in Land art pieces by I lcizer, Oppenheim, Smithson, 
Richard Long, llamish Fulton and Christo). 
Krauss argues that, in the `expanded field' of postmodern practices, the notion of 
medium-specificity becomes irrelevant: '[... ] within the situation of postmodcmism, 
practice is not defined in relation to a given medium - sculpture - but rather in relation 
to the logical operations on a set of cultural terms, for which any medium - 
photography, books, lines on walls, mirrors, or sculpture itself- might be used. '2 Ilcre 
she points to the important shift in postmodern practice, away from concerns centred on 
principles of medium and materials used, and towards a focus on cultural and social 
relations. 
This view of art as `social relations' (discussed in Chapter 3), has become widespread in 
contemporary discussions on installation art, and is the basis of James Meyer's concept 
of the `functional site. ' Meyer notes that the concern with site, rather than medium, is a 
legacy of earth or land art and institutional critique. 3 Meyer makes a distinction 
between two notions of site: the literal site, a physical space of a particular location; and 
the functional site, which he defines as: `... a process, an operation occurring between 
sites, a mapping of institutional and textual filiation and the bodies that move between 
them (the artist's above all). ' Here, Meyer refers to Craig Owens' reading of Robert 
Smithson's work as an allegorical one, providing a discursive notion of site, instead of 
2 Rosalind Krauss, `Sculpture in the Expanded Field'. in The A of Aesrbetic: Essays on Posnnalcrn Culture, edited 
by Hal Foster, first printed in 1983, First New Press, New York. 1999, p. 01. (my emphssis). 
3 larncs Meyer, 'The Functional Site; or, The Transformation of Site Specificity', in Erika Suderburg (cd). SPcr . 
Sue, Intervention: Situating Installation Arr, University of Minnesota Press, Minneapolis. Lortidot. 2000, p. 23. 
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the phenomenological minimalist model. Meyer notes that the 'functional' work is 
characterized by its ephemerality, only temporarily installed in a particular time and 
space, as a strategy of resistance to its commodification. 5 
Another aspect of site specificity explored by Mcycr is the phenomenological relation 
of the body with space, inherited from the aesthetics of minimal art. Mcycr traces the 
historical origins of installation in minimalism, remarking that the 'displacement from 
work to frame, from the portable modernist sculpture to an environmental practice 
located in the literal space of the viewer'6 which was criticized in minimalism by 
Michael Fried, and became the most important aspects of installation, as Mcycr notes: 
`minimalism and the site-specific practices that followed in its wake took the literal site 
as the very locus, or precondition, of advanced work. '7 He argues that this focus on the 
perceptual conditions of presentation of art marked a move away from the Grccnbcrgian 
principles of medium specificity, specially the purist notion of the 'opticality' of 
painting! After this shift from the strictly optical perception to a consideration of the 
whole physical context of the presentation of work, Meyer adds the expansion of the 
notion of site by institutional critique, from phenomenological space to ideological sets 
of relations. 
Site specific works engage with the social, historical or political discourses associated 
with particular locations, in this way, they function as an allegorical reading of a place, 
4 Ibid. p. 25. 
5 Meyer is skeptical of site specific worts' success in achieving such an aim, w hick was very important in the 1960s, 
but now artists are more focused on other aspects beyond the notion of commodity as a marketable object. as we are 
snore aware that even'dematerialined' conceptual art is commodifiable, that in fact all cultural and artistic production 
is eommodifiable in a capitalist society. 
6Ibid. p. 26. 
7 Ibid. p. 26. 
a Clement Cmccnbcrg in'Modcrnist Painting' (1960). argues that the'sclfcritical tendency' of the medium of 
painting is associated with its opticality, flatness and colour. 'Modernist painting asks that a literary theme be 
translated into strictly optical, two-dimensional terns before becoming the subject of pictorial art.. ' (p. 199) and that 
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building their structure over these existing meanings associated with a site. Meyer 
argues that this focus on a particular place turns the production ofsite-specific works 
into a kind of nomadic activity comparable to ethnographic fieidwork. 9 Ile regards this 
'mobile' state of practice as a result of globalization and the relative democratization of 
travel: 'thus the displacement from the literal site of the 1960s, grounded in the verities 
of phenomenological experience, to a mobile, mediated placement follows the global 
reach of capitalism itself, the triumph of the free market... '10 Meyer concludes that this 
displaced notion of site specificity reflects the mobility of the subject in contemporary 
society. In another article, " Meyer also points to the mobility of the audience in the 
current globalized reception of art in international exhibitions, biennials, fairs and 
events. 
Meyer makes a distinction in the field of the contemporary practice of `nomadism', 
which he divides into `lyrical' and 'critical. '12 According to him, `lyrical' nomadism is 
concerned with the poetics and aesthetics of everyday life, a phenomenological 
approach, while the `critical' one is concerned with history, politics and institutional 
critique. Meyer sides with the `critical' kind: `my own taste sides with the second 
nomadism; as I will argue, the aim of the first, lyrical nomadism is at odds with the 
latter's critical intention. '13 Here we encounter again the separation of aesthetics from 
the political sphere, as Meyer follows some of the anti-aesthctic tendencies of the 
`The heightened sensitivity of the picture plane may no longer permit sculptural illusion, or trontpe-l'ocrl, but it does 
and must permit optical illusion. ' (p. 198), in An & Ltcraturr, a d, 1965, Spring, pp. 193-201. 
a 11a1 Foster has explored this analogy in `The Artist as Ethnographer', in The Return of the Real: the A mit-Gante of 
the End of the Century, the MIT Press, Cambridge, W, 1996. Foster compares the role of the socially and 
politically engaged contemporary artist with Benjamin's considerations of the problematic of reconciling politics and 
Best etics in art, in the `Author as a Producer. ' 
10 Meyer ibid. p. 32. 
I' lames Meyer, in 'Nomads: Figures of Travel in Contemporary Art', publisMl in Alex Coles (ed. ) &rcý4pciflciry: 
The Ethnographic Turn, do-, dis-, ex-., vol 4, Black Dog Publishing Ltd., Londxt, 2000. 
12 flan w-e return to the 'dialectics of politics and aesthetics' which 1 discussed in Chapter 3 in relation to %ideo art 
13 Ibid. pp. 12. 
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October critics. '4 As a vicwcr, I don't see this wc1I-dctincd separation in the artworks 
themselves, that are described in such a discourse of art criticism. This problematic 
becomes very evident when Meyer presents his examples of'critical' nomadism. 
Meyer places the work by Rirkrit Tiravanija in the category of'critical' nomadism, but 
the artist's approach could, easily fall in the 'lyrical' one. Meyer cites Tiravanija: 'I'm 
interested in roaming the world... I think it's interesting to go physically to places, to 
put yourself in this little metal thing and shoot yourself through space and time, and 
then physically be some place with different smells, different... " The artist statement 
reveals clear 'phenomenological' tendencies, which are confirmed in Meyer's 
discussion of the piece Free (installation at the 303 Gallery, New York, 1992), in which 
the artist cooked and distributed a (Pad Thai) meal for the audience as part of his 
performance. Meyer describes the experience: 'the smell of peanut oil penetrated one's 
nostrils! 16 It is surprising that Meyer has used such a sensuous work to illustrate the 
'critical' trend of nomadic practice! Meyer himself has referred to the 
phenomenological aspects of the piece, such as smell, taste, even the literal 
consumption of the work. 
This suppression of aesthetics in order to focus only on the discursive points of the 
work is a tendency in art criticism which narrowly associates aesthetics with the 
`opticality' of painting and principles of medium-specificity advocated by Greenberg. 
In a similar way that criticism in (late) Romantic and high Modernist art suppressed the 
discursive aspects of the work in the allegory and symbol debate, %vc see today some 
critics who have embraced the discursivity of allegory, to prioritize it over the symbol, 
14 Meyer says: '... the anti-aesthetic impulse resurfaced in the "dematerializing" Conceptual practices of the late 
1960s the structuralist film criticism of the 1970s. and in the postmodern writings of Craig Owens, Douglas Gimp. 
Benjamin ßuchloh, providing the title of a seminal 1983 anthology edited by Nal Foster. '... 'One of the concerns of 
this essays is to valorise this anti-aesthetic impulse of the 1980s and early 1990*... ' Meyer in 'Nomads: Figures of 
Travel in Contemporary Art', op. Cit. pp. 12-13. 
15 Rirlrit Tiravanija cited by Meyer in 'Nomads: Figures of Travel in Contemporary An. op. cit., p. 13. 
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instead of engaging with both aspects of the works. Allegory is a dialectical movement 
bctwocn antithetical ideas, but in the context of post-Orccnbcrgian art criticism, it has 
been turned into anti-aestheticism. Benjamin's theory of allegory is the source of such 
post-modern discourse, yet in his theory there is not an undermining of aesthetics as we 
have seen in Chapter I. In allegory, there is an opcn-ended dialectical movement 
between expression and convention, aesthetics and discursivity which arc both kept 
`alive' and antithetically functioning in an allegorical structure. Visuality is not 
suppressed by Benjamin, on the contrary, he even gives it special emphasis: 'The 
primary interest of allegory is not linguistic but optical. "Images " my great, my 
primitive passion. "'17 
Miwon Kwon has also investigated notions of site-specificity, finding its roots in 
minimalist concerns with the relationship of artworks and their environmental context. 
She lists aspects of the shift from object to context, saying that the neo-avant-garde has 
an aspiration: 
[... ] to exceed the limitations of traditional media, like painting and sculpture, as 
well as their institutional setting; the epistemological challenge to relocate 
meaning from within the art object to the contingencies of its context; the radical 
restructuring of the subject from an old Cartesian model to a phenomenological 
one of lived bodily experience; and the self-conscious desire to resist the forces of 
the capitalist market economy, which circulates artworks as transportable and 
exchangeable commodity goods - all these imperatives came together in art's new 
attachment to the actuality of the site. 's 
Kwon argues, like Meyer, that institutional critique and conceptual art contributed to the 
dismantling of the phenomenological model of minimalist art. She notes that works by 
Michael Arsher, Marcel Broodthaers, Daniel Buren, Hans Haacke, Robert Smithson, 
Is [bid. p. 14. 
17 Walter Benjamin, 7heArcaies Project, Fragment (i59,41. 
Miwon Kwon, `One Place After Another Notes on Site Specificity', in Erika Sudaburg (cd)'mxcr, ,, %u. 
Intervention: Situating Installation Art, University of Minnesota Press, Minneapolis, London, 2000, p. 39. 
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Mark Dion, and Mierle Laderman Ukeles, deal not only with the physical but also 
cultural aspects of the site and social issues. 
Kwon remarks that the focus by artists on institutional critique in the 1960s and 1970s, 
to 'expose the cultural confinement within which artists function', has shitted to a wider 
engagement with the world outside art institutions, concentrating on a critique ofculture 
and moving to non-art spaces and other disciplines (which she calls 'sites' of artistic 
interest). With this move, the notion of site has become a more fluid one. Referring to 
Meyer's concept of 'functional' site, Kwon schematizes wilt she calls 'the three 
paradigms of site specificity': phenomenological, social/institutional, and discursive. It 
is important to note her remarks about these different tendencies: '... they arc competing 
definitions, overlapping with one another and operating simultaneously in various 
cultural practices today (or even within a single artist's single project). '19 This remark 
very important, as artworks can be constructed in a complex way. to simultaneously 
explore phenomenological, institutional and discursive levels of specific sites or fields 
of enquiry. In the discussion of the first mild day of Alarch, I consider these aspects in 
relation to the Bird Gallery of the Hancock Museum. The installation engaged with the 
site simultaneously at these distinct levels, which cannot be neatly separated from one 
another the physical arrangement of the specimens is related to the natural history 
discourse; and the institutional is entwined with political and ideological aspects. 
Kwon investigates the critical claims attributed to site specificity. which become 
problematic when it is institutionalized and commercialized. She notes that works 
which were once site-specific have become mobile and transferable from one museum 
to another: 
19 Ibid., p. 46. 
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The consequences of this conversion [from site specificity to mobility], ctTcctcd 
by object-oriented decontextualizations in the guise of historical 
rccontcxtualizations, arc a series of normalizing reversals in which the specificity 
of the site is rendered irrelevant, making it all the easier for autonomy to be 
smuggled back into the artwork, with the artist allowed to regain his or her 
authority as the primary source of the work's mcaning. 20 
I Icrc, Kwon touches on two points that need to be further discussed: the relation to site 
and authorship. In revising her `site typology', I sec that this contradiction relates only 
to the category of the phenomenological site, which is engaged with a specific physical 
location, and in this case, it is right to argue that the work is actually not transferable, 
often impermanent and that it is not possible to present it in another place. This 
argument is not valid for all site-specific or site-related works, which are not directly 
bound to a place, but make reference to it. In Smithson's carthworkr, for instance, the 
work is not only centred in the interventions in the landscape, but on the dialectical 
relationship between the work in the site (landscape) and its representation at the non- 
site (art gallery). 21 Thus, this critique cannot be extended to the categories of 
institutional and functional sites, which she had previously described. 
The second point, in relation to authorship, also needs clarification. Later on in this 
same text, Kwon refers to a conflict between conceptual artists Carl Andre and Donald 
Judd and the Ace Gallery in Los Angeles, which had recreated their works without their 
authori.. otion, for an exhibition in 1989. Kwon regards the artists' reaction as 'a crisis 
concerning the status of authorship and authenticity' and continues, arguing that this 
case reveals that `authorship and authenticity remain in site-specific art as a function of 
20 Ibid. p. 49. 
21 Craig Owens describes the relation of the Spiral Jetry with the presentation of its documentation in the non-site as 
dialectical. By structuring the work in this may, Owens argots that Smithson'accomplishes a radical dislocation of 
the notion of point-of--vices, w hich is no longer a function of physical position. but of the aeckk (photographic. 
cinematic, textual) of confrontation with the work of art. 77se work is hencrf mth skfined by the position it oc i pies in 
a potentially Infinite chain extendingfmm the site Itselfand the assodations it pm olrs (... I' in Craig Owens 
"Earthwords', in B0undRecognition: Representation. Powerand Culrun. ßakelcy, University of California Press, 
1992, p. 47 (my emphasis). 
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the artist's "presence" at the point of (rc) production'22 and that this contradicts the 
critique to authorship which they had claimed to undertake through industrial means of 
production. This criticism seems unfair because Kwon, here, does not take into account 
some important contributions made by conceptual art practice in relation to the wide 
field of authorship critique. One aspect of the argument against traditional authorship 
relates to the rejection of interpretation that is based on autobiographical events in the 
artist's life. 23 This does not mean that the discursive aspects generated by an authorial 
voice are not important. The gallery in question was exhibiting not a bundle of 
industrial materials, but was taking advantage of a whole discourse and set of ideas 
articulated by an `author function' as Foucault calls it. Another aspect of the critique 
leveled at artistic authorship, and initiated by Duchamp's readymades, was the shift of 
emphasis from the manual and unique expressive gesture (of the genius), to the 
authority of the artist to designate and appropriate non-art objects into art. The 
industrial process of production of the works by Andre and Judd relates to this 
discourse. The emphasis of their works is on the ideas, not on the personal involvement 
with production or reproduction. Here, Kwon confuses authorial rights with `a personal 
involvement' in authorizing the reproduction of the pieces. In a commodifiod world, 
conceptual artworks are bound to the artists in a similar way that copyright law grants 
ownership rights to writers; they are not related to specific materials or processes of 
production but acknowledge the intellectual rights of the artist. 24 It is true that their art 
failed in resisting commodification, but this does not mean that the value attributed to 
their works is based on the personality of the authors, it relies, rather, on the discourses 
they generated. 
22 Atiw"on Kwon, one Place After Another: Notes on Site Specificity', op. cit., pp. 49-50. 
23 See Roland Barthes'The Death of the Author'. and Michel Foucault'%%'hat is an Author? ' Here I refer back to the 
discussion on authorship and appropriation in Chapter 3. 
24 See the model of a contract made by Seth S iegelaub for the commcrciatiration of conceptual art, 'The Artist's 
Rcsavcd Rights Transfer and Sale Agreement, 1971. published in Peter Osborne's C om rlxrwl Arr, Phaidon, London, 
2002. p. 274. 
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In her considerations of commissioned pieces, Kwon raises some important concerns on 
the practice of site-specificity. She points to the danger of artistic agency becoming a 
kind of 'critical-artistic service' to commissioning institutions. Kwon refers to what 
Benjamin Buchloh called the 'aesthetics of administration' to cxplain this 
commodification of artistic labour, she remarks that: 
[... ] generally speaking, the artist used to be a maker of aesthetic objects; now he 
or she is a facilitator, educator, co-ordinator, and bureaucrat. Additionally, as 
artists have adopted managerial functions of art institutions (curatorial, 
educational, archival) as an integral part of their creative process, managers of art 
within institutions (curators, educators, public program directors), who often take 
their cues from these artists, now function as authorial figures on their own 
right. 23 
Kwon argues that because of these changes, there is a re-emergence of the voice of the 
artist as the originator of meaning, in order to validate a variety of (otherwise) unrelated 
sets of practices, sites and projects. Here, again, it is useful to think of authorship as a 
discursive practice, which is quite different from traditional values articulated in 
expression theory, where the artist is originator of meaning in a psychological sense. 
The relation of the conceptual artist to artistic production is not the same as the one of 
the Romantic genius, nor is there a return to the mythification of the artist's personality, 
but a recognition that the value of the artistic activity is associated with a consistent 
discursive practice. Another aspect of this argument, which luchloh and Kwon arc 
addressing, is the fact that commodification is no longer of the object, but of the 
practice. The shift of emphasis from the art object to a functional set of relations and 
site-specificity has led to a kind of `proletarianization' of the artist. 
26 The ability of the 
25 A1i%-on Kwon, 'Onc Piacc After Another: Notes on Site Specificity'. op. cit. p. 53. 
20 A similar process happcnod in the field of scirnce with its industrialization. which lod to the prolctarimiratiOn of 
the scicntist and stratification of the scientific community. as Boa%cntura de Sousa Santos discusses in Up Dlscurso 
sobre as GPndas - (A discourse on Sciences), cd. Afrontamento. Porto. 7th alition. 1995. p. 35.1 rcfc to this 
discussion in Chapter 5. 
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artist to retain a critical position while being involved in various social roles, is the most 
important challcnge for artists oncc thcy bccomc part of the establishment. 
This transformation of practice into a'service' in the process of the institutionalization 
of nco-avant-garde art practices, reflects the dialectics of commodity production in 
advanced capitalism, which Benjamin associated with allegory. Benjamin argues that 
the fetish character of the commodity led to the 'proletarianization of the producers, '27 
which also includes artists (and critics). Benjamin remarks that the arbitrary valuation 
of objects through commodification (market laws) is comparable to the arbitrary 
designation of new meanings to appropriated objects by the allegorist. 2s According to 
Benjamin, advertising functions allegorically, investing empty objects with 'dream 
images', in an attempt to humanize the commodity. Benjamin argues that the 
depersonalized commodity becomes human in the dialectical figure of the prostitute, as 
she is 'commodity and seller in one. '29 The artwork is comparable to the dialectical 
figure of the prostitute, because it is simultaneously a commodity, but also 'behaves' 
like a subject, as it is an object that cannot be reduced to what can be conceptualized 
about it. 30 If we consider art not as object, but as a set of discursive practices, this 
model is still useful, as practice is also involved in the dialectics of commodity and (an 
autonomous) critical claim. 
27 Walter Benjamin, The Arcades Project, op. cit., Fragment JJ67,2J. 
2° Walter Benjamin remarks: The' metaphysical subtleties" in'Jnich the commodity delights, according to Max, 
are, above all, the subtleties of price formation. How the price of goods in each cave is arrived at can never quite be 
foreseen, neither in the course of their production nor later'hcn they enter the market It is exactly the same with the 
object in its allegorical existence. At no point is it written in the stars that the allcgorist's pofundity'ill lead it to 
one meaning rather than another. And though it might have acquired such a meaning, this can always be withdrawn 
in favour of a different meaning. In fact, the meaning of the commodity Is its price; it has, as commodity, no other 
meaning. ' The Arcades Project, op. cit., fragment [J80.2; J80a, 1 J. 
29 Walter Benjamin, 'Exposb of 1935', published in the Arcades Project, op. cit., p. 10. 
30 This is the model of the Romantic fragment, discussed in Chapter 1, 'hich is the basis of Benjamin's theory of 
allegory. Theodor Adorno, in his Aesthetic Theory, also rfes to the artwork as an object that behaves 110 a subject, 
in his discussion of the dialectics between the autonomy of the aesthetic experience and the commodity aspect of the 
work of art, pp. 17- 24. 
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Kwon regards the emphasis on site as a revival of traditional values such as originality, 
authenticity, and singularity which have become `evacuated from the artwork and 
attributed to the site', and sees this shift as the re-emergence of a notion of authentic 
experience associated with a specific place. 31 Kwon points to the danger of site 
specificity to be used to `manufacture distinctions', or become involved in the 
mythification of a place (with economic consequences). 32 This is a risk involved with 
permanent site-specific projects, which arc more vulnerable to economic exploitation 
and can be turned into a profitable venture in the service of local marketing and touristic 
interests, as happened to some land art picccs. 33 Although commodification is 
inevitable, artists can negotiate their own critical concerns with the agenda of funding 
institutions. If art is to claim any degree of critical engagement with society, a level of 
autonomy or agency has to be allowed to artists. 
Here are useful Benjamin's considerations of the critical aspect of artistic production. 
In his text `Author as a Producer', Benjamin notes that the politically motivated artist 
has to be concerned with the question of `who will benefit? ' from the outcomes of the 
work. The position of the artist is a difficult one, because of the inevitable commodity 
character of art and the social conditions in which artistic production takes place, 
through the system of patronage and institutionalization. But within such constraints, 
there is still some `room' for artists to position their critical concerns. This position of 
31 Miwon Kwon, 'One Place After Another Notes on Site Specificity', op. cit., p. 34. 
32 Kwon argues that mylhification should be avoided: 'It scans that we should leave behind the nostalgic notions of 
a site as being essentially bound to the physical and empirical realities of a place. Such a conaptioct, if not 
ideologically suspect, often seems out of sync with the prevalent description of contemporary life as a network of 
ru, anchorcd flows. 'p. 36. This seems an extreme position, which she recognizes and mediates with the notion of 
'relational specificity', which can address the differences of place and be sensitive to cultural fluidity. 
xt Walter dc Maria 's Lightning Field, in the New Mexico desert, is an example of this. John Baxter points out that, 
in order to see the artwork (lightning interacting with 400 stainless steel poles), the viewer has to undertake a long 
journey, that he compares to a religious pilgrimage. According to him, dewing is controlled by appointment and 
limited to a number of six people per visit, who have to book a cabin for one or two nights at the cost of $300, 
between May and October, when storms arc more Rely to happen. See John Baxter in 'Pilgrims Progress'. Tate 
Arts and Culture. May/June 2003, p. 14. 
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`relative autonomy' has been articulated by Theodor Adorno in his Aalhelle Theory. 34 
Adorno regards artworks as a double structure of contradictory aspects: a social 
(commodificd) and an aesthetic (criticallautonomous) aspect. According to him, the 
critical power of an artwork relics on the ability of the artist to maintain the process of 
production 'autonomous' from the social pressures of the art market, or in the case of 
commissioned work, from interference of funding institutions. In commissioned works 
this task becomes more difficult, because even if the artwork is not determined by a 
strict brief, it will contribute to the promotion of supporting institutions. In this case 
artists have to consider if such institutions are compatible %vith their own ethical, 
critical, aesthetic, and political concerns. 
The following discussion of the installation the first mild dory of tllarclr investigates 
some of the points presented in the above discussion on site-specificity. observing the 
complex relations between the physical, institutional and discursive aspects of the site 
and the artwork. I will also examine our position, as artists, in relation to the 
institutional constraints (and liberties) under which we worked. 
34 See Peter Osborne, in `Aesthetic Autonomy and the Crisis of Theory : Greenberg, Adorno, and the problem of 
posimodcrnisn in the Visual Arts', New Formahau 9, (Winter 1989), pp. 31.50. Osborne makes an important 
distinction in relation to Greenberg's and Adorn': conceptions of autonomy. Osborne explains that while 
Greenberg talks about the autonomy of the artwork as self-ref«cntiality and ukkpcalcnce from the social, autonomy 
for Adorno, on the other hand, is at the level of art as a social phenomenon. Osborne argues that it is the 
institutionalisation of autonomy that makes possible autonomy at the level of meaning. According to Osborne, 
Adorn sets art as a double structure of contradictory elements: a social and an (autonomous) aesthetic phenomenon. 
Thus, art is rcgardod as a social product and its autonomy is produced and sustained by a set of social relations (its 
eommodifcation) instead of being immanent to the artwork. At the same time the artwork: provides an autonomous 
form of experience, that is the aesthetic experience. The artist is the mediator of these two aspects. According to 
Morro, the autonomy of the work depends on the artist managing to keep the kgic of the pooduaton of the artwork 
independent from extra-aesthetic values, such as market forces. For Adorno the social role of the artist is the 
anti Jation of these two conflicting aspects (commodity and aestetic) formally in the production of art. Osborne 
remarks that while Greenberg conceives autonomy as the exclusion of the social, Adorno recognizes the social as the 
basis of aesthetic autonomy. 
190 
the first n: ild day of Atarch 
Thc Site: Physical Space 
The site-specific video installation the first mild clay of Alarcls was an intervention in the 
Bird Gallery of the Hancock Museum of Natural 1 listory. The installation made use of 
three elements to intervene in the overall order of the space: sound, two video 
projections, and the manipulation of light in specific display cases. The installation was 
built through a careful consideration of the disposition of objects and the architectural 
aspects of the space. The Bird Gallery was already a saturated environment, 
overcrowded with objects, a variety of birds and `props', arranged in a peculiar and 
eclectic order, furnished with multiple styles of cabinets and lights. Such a highly 
heterogeneous space indicated to us that our intervention should be a subtle one. So the 
artwork did not have an imposing presence, but functioned to create or expose existing 
tensions in the display of the collection, comparable to the experience of the aphasiac 
(someone who cannot articulate speech as result of brain damage) described by 
Foucault: 
... 
[in a given] space in which things are normally arranged and given names, the 
aphasiac will create a multiplicity of tiny, fragmented regions in which nameless 
resemblance agglutinate things into unconnected islets; [... ] all these groupings 
dissolve again, for the field of identity that sustains them, howtier limited it may 
be, is still too wide not to be unstable; and so the sick mind continues to infinity, 
creating groups then dispersing them again, heaping up diverse similarities, 
destroying those that seem clearest, splitting up things that arc identical 
superimposing different criteria, frenziedly beginning all over again... 
The constant making and remaking of new meanings from a given structure is the 
methodology of the allegorist too, who is engaged in an (potentially) infinite 
interpretative play of a given structure. In the installation the first mild day of Rtarch, 
we sought to create signifying `islets' or point to certain moments of ambiguity in some 
35 Michel Foucault, The Onicr ojTlrtngs, (1966), Routlcdge, London, 2000, p. xliii. 
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arras of the collection, where the didactic text that framed the birds competed with 
'extra-scientific' arrangements. 
The sound in the first mild day of March contributed to the activation of the whole 
space, having a subtle but disruptive effect on the viewing of the collection. Since the 
artwork was so quietly intrusive, the sound helped to 'alert' the viewer that there was 
something unusual taking place in the gallery of birds. The sound had an elusive, 
abstracted quality. The sequence was composed with sampled sounds, that evoked 
ideas associated with flying, movement and a feeling of unrest. 36 The sound was 
composed specifically for the installation by : zovict*france:. Four speakers placed in 
each corner of the gallery broadcast the stereo sound in the space, creating distinct 
hearing experiences in different areas of the room. The speakers were placed far from 
the video projections and the volume was relatively low, so the sound operated 
independently from the projections, creating tensions within specific areas in the 
gallery, acting in localized ways, instead of affecting the whole of the space at once. 
This multidimensional aspect of the sound produced for this installation, is 
characteristic of : zoviet*france: 's approach to music: 
One of the important conceptual processes we apply to our music is the sense of 
geography, the sense of location within a landscape. Such a landscape can be 
internal, or relate directly to the physical world, inner space or outer space. In 
making our music, particularly at the mixing stage, we give much attention to the 
spatial relationships between the various sound components as they will be 
perceived by the listener. The practical outcome of this is a psychoacoustic 
topography where the listener is able to orientate hcrscl for himself to sounds in 
the distance, sounds that appear to be close and in varying positions on X and Y 
stereophonic axes. 37 
Combined to the tensions created by such `psychoacoustic topography'. there was a 
video showing a seagull flying in slow motion against a blue sky, which was presented 
36 Pkasc rcfcr to the accompanying CD. 
37 Extract from our corrcspondcncc (June 2003) with Ben Ponten and Muk Warren, musicians of :z ict" francs: 
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as a hack projection onto the glass ceiling of the Bird Gallt"rt". 1" Seagulls arc comnum 
birds in the streets of Newcastle, and the image of the flying bird creates another tension 
in contrast to the rare taxidermic birds of the collection, inside the museum. 19 A 
tension is created between the living and the dead, the indoor and outdoor spaces. The 
projection was placed within one of the glass squares of the ceiling, and could he 
observed from downstairs, with the aid of a telescope provided, but could also he 
clearly seen with the naked eye from the ground floor. 
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A second video presented a sequence of close-up images of labelled specimens inside 
plastic bags, which were part of the museum's collection in storage. The images were 
35 Te sequence was taken with permission from the Partridge Film's archive. 
31) The seagull is also associated with the idea of transcendence in Richard Bach's allegorical story of Jaw than 
Livingston Seagull. 
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not so clear, rather what was seen were abstracted patterns and colours of feathers 
covered with shiny plastic bags. 40 The sequence was like a close look at the 'hidden 
secrets' of the museum collection. The 'secret' was an ambiguous means of referring to 
the violence underneath the entertaining and didactic project of the museum. The dead 
birds in the bags, still 'unprepared' for display, with their eye sockets filled with 
yellowish cotton wool, reveal the powerful melancholic feeling which overwhelms the 
whole place. 
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63. Video ot'birds in storagc, projected in the ground tkwr 
The museum curator interpreted the idea of a 'hidden secret' as the large collection in 
storage which cannot be displayed for logistical reasons. In these circumstances, 
allegory proves to be a resourceful strategy, because its use of language, rich in 
ambiguity, is helpful in exposing other meanings without directly stating only one 
possible (controversial) view. Here, we had not been 'hired' by the museum to provide 
a critical service, but we did find ways to articulated our concerns within the museum 
structure. Our intention was not only to make a simple point, to criticise natural history 
museums, in this case the Hancock Museum, for its participation in the colonial 
violence against other cultures and the animals killed (this has been the task of post- 
colonial studies of science). Although this questioning is necessary, it would he too 
40 This video was projected onto a wall on the ground floor of the gallery, but was technically problematic because of 
the interference of surrounding light, which could not be altered because of strict health and safetrn regulations. Later 
on, we considered this problem as the weakest point of the work, and thought that it would have been better not to 
have included it in the end. 
i9.3 
easy for us now, just to point to the excesses involved in the development of science 
that took place centuries ago. d1 What also needs to be taken into consideration is the 
practical problem of'what to do with the animals that have already been killed. Perhaps 
we can also view the museum in a similar way to that taken by l3enjamin when he 
considered the melancholy of'cultural artefacts, as they become obsolete, emptied of 
their significance and open to allegorical appropriation. 
,a 64. Photograph of 1111,1, in %%h1kI1 ire tC: 11fUct1 
in the % ideu of 'hidden secRts' 
The third intervention in the collection consisted in creating a 'new light' under which 
the specimens could be perceived. Instead of keeping the museum's bright fluorescent 
lights, the birds on display in some cabinets were lit by a series of dim yellowish 
spotlights. With this strategy we sought to highlight the 'extra-didactic' aspects of the 
collection, pointing to the 'magical', dramatic, sexual, comical, and tragic scenes 
present in some old displays produced by Mr. John Hancock himself, and recent ones 
by the current taxidermist Eric Morton. By focusing on some significant arrangements, 
we intended to 'read' the collection in a particular way, underlining their theatrical 
aspects. 
41 We are aware of the current involvement of science with other fortes of violence in the present 'world order' 
against developing nations, to which I will make reference in Chapter S, when discussing the 'science wars'. 
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05. Seagulls from the Reproduction display 
The installation can be considered a supplement, a parergon, which is a Derridean term 
to designate the activity of deconstruction. Derrida defines Parergon as: 'a supplement 
to the operation, neither work nor outside the work. '42 The intervention in the Bird 
Gallery, engages with peripheral or limiting aspects of the architectural space: the 
lighting of the birds and the ceiling of the room. The lights are part of the display, but, 
like the frame of a painting, it is neither part of it, nor outside it, but frames it in a 
special way. Similarly, the ceiling is the limit between the space inside the museum and 
the sky above, the domain of flying creatures. 
42 Jacques Derrida. 'Parergon'. in The Truth in Painting. trans. by Geoff Bennington and Ian McLeod, The 
University of Chicago Press. Chicago and London. 1987. p. 121. Denida takes the idea for the concept of parmrgon 
from a marginal remark made by Kant. (a supplementary footnote in the 'Analytic of the Beautiful. ' section 14), to 
deconstruct the philosophical argument of Kant's Third Critique (the Critique n%Judgrmcnt). Kant says: 'Even what 
is called ornamentation (parerga). i. e. what is only an adjunct, and not an intrinsic constituent in the complete 
representation of the object, in augmenting the delight of taste does so only by means of its form. Thus it is with the 
frames of pictures of the drapery on statues, or the colonnades of palaces. But if the ornamentation does not itself 
enter into the composition of the beautiful form - if it is introduced like a gold frame merely to win approval for the 
picture by means if its charm - it is then called finery and takes away f om the genuine beauty. ' p. 68. Kant gives this 
example to show that a pure judgement of taste should not he based on charm nor emotion. but the sublime feeling 
should be based on a different kind of pleasure, one that is the reflective power of reason (the play of imagination and 
understanding, not mere sensation). 
I ý/(h 
In%titutional I'ershecti%e 
at thr IlanioýI, %luýonni ir: 
The I lancock Museum emerged in the 19th center .. 41 (opened on its present site in 
1884). in it period of industrialisation, when it pre-modern. organic, mythical concept of 
nature started to compete with it post-industrial one. As it reaction to the instninicnial 
relation %%ith nature in the industrial rc%olution, nature is turned into an icon in the 
Romantic mo ement. Celeste Olalquiaga has examined the popularity of'nature in 
relation to this process in Victorian society, remarking that 'the dowwnf: ill of'the natural 
order triggered an immediate longing for and glorification of %% hat %%as lost. ' According 
to her, this nostalgic longing for it lost (m\ thical) origin led to %arious 'natural' lads, a 
proliferation of aquariums, terrariums and collections of natural history. in which nature 
was artificially recreated to satisfy human %%hims: 'either fossilized in the emerging 
field of natural history or abstracted in the Romantic sensihilitý 's quest for an immanent 
, spirituality. In both cases, nature's modern role as the mirror of a human-centred 
43 According to Hancock arcM%e wurriy, the origins of tie iollctiU. ut can he traced hack to 1713(1, %hlwtl tile 
Marmaduke Tunstall began an ethnographic and natural histors collection, u hich uas later brought to his private 
'museum' in North Yorkshire, and sass subseyuentlý purrhascsd, in 1791 M (KYrr'e Allan of I)arlintiion the 
collection was then, sold, in 1821, to the l heron' ern.! Phil, my+ut'a1 k-wri jr Netreastle (founded in 1791) In I$29 
the 'Lit and Phil' originated another instituticrt: the . Vauunal Histon" S wicrt -I . 1'nhu, nh, rlan. i ýrrnl l >urh, rnr which 
built the museum to display and house the natural sciences collectionts At present the Hancock museum in managed. 
curated and maintained hN the Natural llistow% SocietN, the I Iniverso of NeucastIC and the 1)ne &W car Museums 
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cosmos is reproduced in its objects' status, with science and industry constantly 
perfecting ways to retain this evanescent realm. '" 
Given the colonial context of its origin and establishment, the I lancock Museum was 
also inevitably associated with an imperialist ideology, which contributed to the 
naturalization of colonized cultures, favouring the British empire's power relations with 
its colonies. The capturing and exhibition of animals was a symbolic representation of 
the conquest of all distant `exotic' lands. Thus, the Hancock Museum was structured 
within this historical context. It was named after the North Eastern naturalist, artist and 
taxidermist John Hancock. Perhaps it was because of the ambiguous figure of Mr. 
Hancock, half-artist and half-scientist, that the Hancock museum still keeps a 
reminiscent atmosphere of cabinets of curiosity from earlier centuries, which were a 
mixture of fictional and scientific `wonders' rich in poetic and scientific content. 
N 
Renaissance Wunderkammern, or cabinets of curiosity originated from Medieval 
religious ritualistic displays of relics and nilrabilia which were `natural and artificial 
marvels', kept in aureatic chambers, according to Olalquiaga. 43 She argues that 
Medieval collections were more inclined to a sensorial experience of the world, while 
the Renaissance Wunderkammern was concerned with an intellectual apprehension of it, 
interested in the compilation of encyclopaedic knowledge. Olalquiaga remarks: 
As marvels or curiosities, then, naturalia arc read allegorically as the fragments of 
an extraordinary narrative which is in fact constituted in the continuous repetition 
of its anecdotes. Each repetition, like every new owner, adds a new layer of 
glamour to something that was already very lightly attached to reality, with 
marvels' value increasing according to the varying degrees of bizarreness of their 
stories, the difficulty of their acquisition, the prestige of their o%Nmcrs, the 
importance of the other items in the collections, and so on. All these elements 
s+ Cclcste Olalquiaga, The Artificial Kingdom: a Thrarwy of dºe Kitsch Erperienct, Bloomsbury Publislüng 
I, ondon, 1999, p. 45. 
45 1bid. p. 211. 
46 Ibi& p. 221. 
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contributed to the formation of the marvels' aura in a universe where worth was 
measured mainly by the objects' ability to stimulate the imagination. ' 47 
Thus, culture and nature were intrinsically connected, their value being slowly 
artificially manufactured, by the prolific imagination of successive collectors, recreating 
a microcosm made-up of fantastic fictions and wonderful 'bits' of the natural world. 
Olalquiaga argues that in the early 16th century collections with only natura!! a began to 
appear, which led to the formation of 19th century museums of natural history: 'what 
establishes the relevance of the naturalia collections from this carly stage is that they 
introduce the element of classification, the notion or a systematic organisation radically 
altering the character of all collections, which until then had been composed following 
emotional or aesthetic criteria. 48 
The Bird Gallery of the Hancock Museum can be situated in this transition from 
cabinets of curiosity to natural history collections because of the peculiar arrangement 
of its specimens. The aesthetic criteria and power of the animals to stimulate the 
imagination seems to have been as important to Mr. Hancock, as their scientific or 
didactic value. This can be observed in the intriguing displays of the Bird Gallery. The 
specimens were not subsequently reordered under a 'metanamative, ' or under a unifying 
concept such as an evolutionary order, but the display remained organized according to 
its previous arbitrary logic. Each cabinet is an autonomous fragment, which relates to 
the general theme `bird', but is independent from the others. The cabinets arc like a 
sculptural version of a piece of fragmentary writing: each display is like an autonomous 
installation within the architectural limits of the space. 
47 Ibid. p. 222. 
48 Ibid. p. 224. 
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The artwork treats the whole Bird Gallery as a text, and operates in small areas of its 
order, creating localized disorder, tensions or new orders within its textual fabric. There 
is a blurring of boundaries between fable, fictional talcs and scientific information in the 
presentation of the collection. The display of various bird species is organized 
thematically, there are didactic cabinets representing migration, flight, reproduction, 
habits and behaviour, predation, folklore, myths and legends, camouflage, bird 
watching, habitats, extinction (which includes a replica of the extinct bird Dodo, and a 
19th century painting of a great auk by an unknown artist), conservation, fashion (there 
is even a Victorian hat decorated with stuffed birds on display), 'birds and man' (with 
ethnographical artefacts), and finally a three-dimensional 'dictionary of British and 
European birds. ' This level of heterogeneity brings the collection close to the 
organizing principles of the 16th and 17th century encyclopaedists, which mark the 
beginning of the natural history discourse, according to Foucault. 
Foucault argues that for natural history to appear, it was necessary `for History to 
become Natural, 49 which means, the creation of a conventional system of 
representation for nature, this emerged in the work of 17th century naturalists. Foucault 
remarks that in the 16th century, in the work of Pierre Belon (1517-1564) and Ulissc 
Aldrovandi (1522-1605), there was a variety of histories, related to a specific plant or 
animal, that included its physical characteristics as well as the whole semantic network 
that connected it to the world: its virtues, legends, stories and its various uses. SO 
Foucault argues that in the 17th century, the whole of animal semantics disappears from 
scientific discourse: `the words that had been inter woven in the very being of the beast 
have been unraveled and removed: and the living being, in its anatomy, its form, its 
+° Michel FoucaWt, The Ordcr oj7hbrgs, (1966), op. cit., p. 128. 
ý [bid. p. 129. 
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habits, its birth and death, appears as though stripped naked. '`' 'T'hus, it is from this 
separation between things and words that natural history emerges. In later ordering 
systems, such as the one proposed by ('arolus Linnaeus (1707-1778). the description of 
a specimen follows a systematic plan, in which the name and objective characteristics 
are listed separately from the category Litteraria, under which are grouped the 
traditions, beliefs and poetics related to the animal or plant. 
The Hancock's Bird Gallery dwells in a transitional space relating to al 6th century 
mixture of rational knowledge with magic and literature, as well as to the alphabetic 
encyclopaedic order of the l 7th century. Although the myths and legends are clearly 
separate in different cabinets of the Bird Gallery, there is a strong aesthetic and poetic 
tendency which is present in all of its displays. The scientific desire to know. classify 
and name the birds is mixed with projections of human fantasies and desires, resulting 
in an anthropomorphic representation of the animals. 
(1, 
, II\C hi rd.,, in (ilc Rtp i! iil4, (üil7 
d 1,4) 1.1\ 
Each display is a kind of stage where the dead animals are made to act specific roles in 
given narratives. There are many scenes of lovers, mother and child, happy and sad 
51 Ibid. p. 129. 
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characters, family life and dramatic tragic scenes of predation. In the Reproduction 
display, there is a gradation of erotic encounters, from romantic love to sccncs of 
`crude' sex. Such melancholic displays arc close to the Baroque mourning play, in 
which there is a tension and release of feelings of sorrow, as Benjamin notes: 'In it 
[mourning play] sorrow is nothing more than a single tone on the scale of feelings, and 
so we may say that there is no mourning play pure and simple, since the diverse feelings 
of the comic, the terrible, the horrifying, and many others each take their turn on the 
noor. 's2 
The installation engages with this theatrical character of the display in order to examine 
the hollowing out of life and meaning of the animals in display. The natural history 
museum viewer is confronted with dead carcasses, which are like small pieces in the 
puzzle of a scientific discourse, constitutive of it but completely empty of their own 
significance as a being. The loss of life is accompanied by a loss of meaning, a pre- 
linguistic meaning, before the animal was named and entered the order and 
classificatory system constructed by natural history. The undefined, unfixed value of 
the animal's existence vanishes to give way to a defined value in a system of difTercnces 
and similarities in the taxonomic scientific order, an imposed order in the complex 
network of relations that living beings have in their original habitats. It is because of 
the loss of meaning that the scientific value can be allegorically added to. When the 
named bird is made to act or represent human values in the museum of natural history, 
then, another (ideological) meaning is attached to it. 
The artwork examines the various strategies in which such layers are gradually built 
upon fragments of nature. The birds are selected from their habitat, bracketed out from 
52 Walter i3cnjamin, 'Thc Role of Language in Traucrspicl and Tragedy', in i3bllcºBcnjandn Sekcrcd Writings, 
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the changing world, to be placed inside a `timeless' space under a protective glass case, 
in an attempt to rescue their ephemeral lives from the natural process of decay. In this 
process the animals become hollowed ruins, as in Benjamin's allegorical theory, nature 
becomes a petrified landscape of death. 
Benjamin remarks that the emblem of the stone is one of the symbols used in the 
Renaissance to represent melancholia. 33 The ruin is like the stone, and becomes a 
symbol for history as part of a decaying nature: 'In the ruin history has physically 
merged into the setting. And in this guise history does not assume the form of the 
process of an eternal life so much as that of irresistible decay. 54 In Benjamin's theory 
of allegory, history appears as nature in decay or ruins, associated with death, violence 
and transitoriness. ss 
In the Bird Gallery displays, the Romantic desire of nature to coincide with human 
emotions is mixed with the modern-industrial loss of a mythic original nature. The 
metaphorical death of nature becomes literal in the natural history collection and the 
embalmed animals are artificially turned into fossils, as Olalquiaga remarks: `Ruins and 
organic fossils meet therefore in melancholia, in the interiors and dioramas whose very 
enclosedness and obsession with trapping lived moments make them into veritable 
tombs of experience, tombs where corpses slowly accumulate the signs of both frown 
and passing time. ' 
vol1.1913-1926, ed. by Marcus Bullock and Michael W. Jennings, The Belknap Press of llarvard University Preis, 
Cambridge and London, 2000, p. 61. 
53 Walter Benjamin Origin of the German Tragic Drama, op. eii, p. 155. 
54 Ibid. p. 178. 
ba Susan Buck-Morse, in The Dialectics ofSeeing notes that Benjamin developed his theory of alksary. in the 
context of ruins of the two world wars, %%h= history appeared as a desolate 'place of skulls. ' p. 170. 
58 Celeste Olalquiaga, in The Artificial Kingdom: a Treasuryof the Kitsch Eqeriemn, op. cit., p. 297. 
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h8. Nest (11 ragar 
The concealment of death and decay, in the attempt to hold time, could he regarded as a 
nostalgic desire to hold on to a Romantic utopian original nature, which was becoming 
lost with the industrial revolution. But the (late) Romantic nostalgia is distinct from the 
Baroque feeling of melancholy. Where the nostalgic watches the spectacle of the 
artificially recreated life, the melancholic mourns the death of the corpses. The view of 
a nest full of baby birds is, at the same time, a Romantic symbol frx family values and 
parental love, but also an uncomfortable sight of cruelty. In the Origin of the German 
Tragic Drama, Benjamin explains that melancholic allegory is concerned with the 
horror of death. While the Romantics deal with the symbol's transcendence, the 
Baroque allegorists deal with the problematic of the world of things, and the politics of 
the historical context. But, ultimately, the Baroque poets fail to articulate a political 
solution for the problems of the `world of things', and turn to death and redemption as 
the only way out of the 'hell' of the world. 
" 
57 Susan Buck-Morss, in The Dialectics ofSeeing, argues that Benjamin was critical of Baroque allegory's 
melancholic contemplation of politics without intervention. Benjamin notes that: 'allegory deserts both history and 
nature and (like the whole tradition of idealist philosophy that comes after it), takes refuge in the spirit. All hope is 
reserved for a hereafter... ' (Here the Baroque poet gets closer to the Romantic quest for transcendence). Thus, when 
the Baroque allegorist turns towards redemption, he turns his back to the 'world of things'. then 'allegory goes away 
empty-handed. ' Benjamin says that Baroque allegory falls into an absolute 'subjective pensiveness', denying the 
existence of the world it presents, in the Origin of the German Tragic Drama, op. cit., p. 233. 
1ii. t 
h'ý. lio\ IoiniJ in 11I. t. 1\1M. iiiH, t .ý in ..,, I, 
ý1elancholy is at the core of allegorical thinking. In the analysis of the Baroque, 
Benjamin remarks that there is a positi\ c, philosophical aspect to melancholy, 
contrasting it to a negative counterpart in %%hich melancholy is regarded as a mental 
disorder. In pathological nlclancholy, the insane gives meaning to inanimate otbjects, 
interpreting them as secret messages or messengers. phis capacity of the melancholic to 
read meanings in objects, or to interpret the %%orld as a text doubled with enigmatic 
messages is the dynamic of allegory. Benjamin explains that allegorical meaning is 
related to the melancholic loss of litc, the hollo' ing out of the object's meaning: 
If the object becomes allegorical under the gaze of melancholy., if melancholy 
causes life to flow out of it and it remains behind dead, but eternally secure, then 
it is exposed to the allegorist, it is unconditionally in his fxower. 111,11 is to saN it is 
now quite incapable of emanating any meaning or significance of its own; such 
significance as it has, it acquires from the allegorist. 
The dead birds in the Bird Gallery have lost their original 'aura', the energ\ ot'a 
presence as living beings. Instead, what %%e encounter is their empty petrified btxlics, 
open for the scientist allegorist to manipulate, 'make them up' and give them new 
meaning. The dead animals are turned into relics, gaining new, aureatic value as 
scientific evidence, careflnlly preserved and protected behind glass %%alls, like sacred 
58 11`'alter Rcnjamin Origin n%ºhe German Irqgic 1)ruma, op. cit., pp. 18 3- 194 
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remains in medieval aurcatic chambers. As artists, we re-appropriate thcm, as well as 
the entire space of the Bird Gallery, turning them into parts ofa large artwork. The 
installation is made of various small independent installations inside each display 
cabinet, which allegorically point to their original habitat. The entire space stands like a 
ruin, composed of empty fragments with alternating meanings around the bird's 
ungraspable `original' existential value. The illusion of suspension of time and death is 
undone by the gradual deterioration of the museum. 
The Hancock Museum can be regarded as a living document of a long history of love 
and violence towards nature. At present, the Bird Gallery is like a decaying body, 
which saw in its youth busy periods of intensive activity and gro%-. 1h, when it 
accumulated most of its collection of `exotic' specimens collected mainly from Africa, 
Australia and South America. At that time, the museum preserved this rich collection, 
under its glamorous glass sky light ceiling, which is currently covered with a thick layer 
of a mouldy insulating material (that also has a strange beauty). The impressive 
Victorian wooden and glass cabinets are now mixed with outdated recent (1960s or 
1970s) furniture and typography S9 Thus, time has left its marks in the flesh and bones 
of the museum, affecting its physiology. From its initial splendour during Britain's 
imperial age to the economic pressures of post-Thatcher funding policies, the institution 
has struggled for its survival, avoiding death at high prices. In order to survive the 
museum has gone through a process of intense commodification, 60 which has 
transformed it into a `postmodern' chaotic mixture of mass-culture commodities and 
19th century natural historical objects. It was in this context that our intervention took 
so A new design and educational interactive displays for children are found in the other rooms: Earthworks, 7h e 
Living Planet and the Land of the Pharaohs. 
so During and after Margaret Thatcher's government, most museums in Britain started having to Introduce admission 
fees, in parallel to this, the commodification of the museum accelerated, with projects of modernization and the 
incorporation of shops and cafes, to attract more visitors. The I lancock Museum has an educational program of 
temporary 'blockbuster' exhibitions (to use their own marketing language) such as if a! king with Dinosaws, ! tats, 
200 
place. "' The installation produced at the end of the residency, engaged in a subtle way 
with the melancholy of the appropriated dead animals - exhibited as lively actors in an 
anthropomorphic theatre - which echoes the gradual institutional deterioration and its 
allegorical appropriation by the commodity. 
The Dynamic Circle of Order and Disorder 
/ýI. ýýiýýh; ýJýh: ý'ýý4 Ifl ýýýý Iýý, ý,. 1 .ý _ý; 
The presentation of the birds accompanied with their names and a didactic text work 
like an emblem, creating a dialectical movement between their linguistic designation 
and their material presence. The installation the, first mild day of March intervened in 
this gap, between the imposed order of scientific classification and the empty, petrified 
animal. 
The birds in the Hancock Museum's collection are simultaneously connected to a 
taxonomic order by their scientific name, and to a thematic ordering of the collection 
Myths and Monsters, Venom and even Star Trek: Federation Science, and 007, which can guarantee large numbers of 
the paying public aged under 12 years old. 
61 We approached the museum with our project at a moment when the curators were interested in initiating projects 
with artists, with the objective of attracting new audiences to the museum. We undertook a residency at the museum 
for one year, during which time we had free access to the collections on storage and established a dialogue with the 
museum staff. The curator was reasonably open to our ideas and did not interfere with the content of the work. The 
I) 
which is closer to the disorderly way in which birds interact with the %%orld. This 
peculiar order is also related to the poetic, chaotic and sometimes comic disorderly 
arrangement ofaninmals cluttered in the museum's storage rooms and the taxidermist's 
workshop. The room for taxidermic operations can he considered the 'unconscious' of' 
the museum, where the dead animals are literally hollowed out, and prepared to enter 
into a new linguistic order. The taxidermist and the scientist are engaged in the 
ordering of the chaotic complexity of'the world, in their construction of'the collection. 
Benjamin remarks about the activity of collecting that 'Perhaps the most deeply hidden 
motive of the person who collects can he described this way: he takes up the struggle 
against dispersion. Right from the start, the great collector is struck by confusion, by 
the scatter, in which the things of the world are found. '`'` 
.I.,.. 'I ý A\OInýhhlj` 
The inventive and illogic chaos of the taxidermist's room tends to be repressed in the 
didactic and objective language used in the presentation olthe specimens in the 
main restrictions we had to deal with were related to health and safety regulations and a limited budget. l1xsc two 
factors limited our intervention in that we ended up lighting fewer display cabinets than we had originally planned. 
82 Walter Benjamin, in The Arcades Profeet. op. cit.. Fragment 11 14a. 11. 
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museum's front doors. But the repressed returns in the dramatic sccncs in each display. 
as I havc rcmarkcd prcviously. 
In the thematic order of the Bird Gallery, recent scientific information about birds is 
presented alongside their long established cultural and mythic values. In this 
heterogeneous space, stuffed birds, paintings, fashion items and `fake' copies of extinct 
birds (Dodo) are brought together, under the same roof, under one unifying theme, 
which is similar to Marcel Broodthaers' Afuscc d'Art Afcxlerne, De1wricinclit ties 
Aigles. 63 In the Bird Gallery, the conscious order of the scientific language overlaps 
with the unconscious poetic disorder of the storage rooms. In the Bird Gallery the 
viewer is confronted with these two antithetical perspectives, one constantly dissolving 
into the other. The allegorical construction of the installation over this unstable 
structure, increases the tensions between these two distinct perspectives. 
The installation title, the first mild day of Mardi, is a verse taken from a poem by 
Wordsworth. " The title brings a Romantic and poetic component to the dialogue 
between the artwork and the scientific collection. The poem is a reference to the arrival 
of spring, juxtaposing the historical, linear time of the museum with the cyclical 
W The Afusee d Art Atoderne, Departement des Aigles, Section Herne Siccle was rat installed in Broodthaers' flat 
in 1968, and was subsequently recreated in various museums. Broodthacrs' fictional museum was constructed 
around the historical aspects of the symbol of the eagle. The artwork, arbitrarily consists of diverse images of eagles 
including paintings, mass produced objects, and artefacts from historical museums, all arranged non-hierarchically. 
and accompanied by a label which said: 'This is not a work of Art, ' rcfaring to the worts of Msgritte and Duchamp. 
U The poem is entitled `Lines', in Wordsworth and Coleridge, Lyrical Ballads, (1798), edited by 11. Liulcdalc. 
oxford University Press, London, Geoffrey Cumbcrlcge, impression of 1946, pp. 95.97. litre are the fast two parts 
of the poem: 
It is the first mild day of March: 
Each minute swatter than before, 
The rod-breast sings from the tall larch 
That stands beside our door. 
7here is a blessing in the air, 
Which seems a sense of joy to yield 
To the bare trees, and mountains bane, 
And Bass in the green field. 
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seasonal time of the world outside. The romantic feeling of a love for nature is brought 
into the (melancholic) scientific space of the museum. 
A parallel between the overlapping of these two perspectives can be made with the 
superimposition of metaphor over metonymy articulated by Roman Jakobson in his 
linguistic model of allegory. Joel Fineman notes that in Jakobson's theory 'allegory 
would be the poetical projection of the metaphoric axis onto the metonymic, where 
metaphor is understood as the synchronic system of differences that constitutes the 
order of language (langue), and metonymy the diachronic principle of combination and 
connection by means of which structure is actualized in time in speech (parole). '61 In 
this theory, metaphor is associated with verse and romanticism, while metonymy is 
linked with realism and prose. 
If we transpose this model to the analysis of the installation the first mild dayºofAtarch, 
the poetic way of relating to nature in Romanticism is aligned with the synchronic, 
metaphorical axis; while the scientific language of natural history can be understood as 
the diachronic and metonymic one. The allegorical artwork plays with these two 
polarities, not identifying itself with any of the two positions, but allowing them to 
dissolve into one another in the little defined borders which separate the two discourses 
in the Bird Gallery. This is possible because of the structural characteristics of allegory, 
as Fineman explains, `allegory would cut across and subtend all such stylistic 
categorizations, being equally possible in either verse or prose, and quite capable of 
es Rnman Jal: obson's semiotic theory is influenced by the seminal work of the Swiss linguist Ferdinand de Sausture 
(1857-1913), who explored the synchronic perspective of linguistics, which is concerned Myth something as it exists 
at one point in time, the contextual aspects of language (vertical axis). This perspective is opposed to that of 
philologists, who are engaged with a diachronic study, which investigates how language has dc%clopcd through time, 
the historicity of language (horizontal axis). Joel Fineman. 'The Stnicture of the Allegorical Desire', Oktober. no. 12. 
Spring 1980, p. 50. 
, H) 
transforming the most objective naturalism into the most subjective expressionism, or 
the most determined realism into the most surrealistically ornamental Rarmitic. "" 
(fýýili Ihi 1,1\Idiiililýl ý týýýý"ý". 
Fineman criticizes allegory as being a-historical, therefore uncritical, because of its 
priority to the metaphorical or synchronic axis. He argues that it is always the metaphor 
which is projected onto the metonymic sequence, a movement that he regards as 'a 
hierarchicizing mode, indicative of timeless order, however subversively intended its 
contents might be. '67 Fineman continues arguing that, in the allegorical structure, 
signifiers become vehicles of a larger structure, loosing their content as they 'point to 
themselves as signifiers rather than to what they signifj": poetic sense is exchanged for 
poetic sensuousness... '" Fineman recognizes that allegory can maintain its grip on 
meaning, if it succeeds in establishing a meaningful connection between metaphor and 
metonymy. " I {ere, he touches on an important point, which is the necessity of the 
allegorist to maintain open the dialectical character of allegory, avoiding the closure 
70 into a synthesis, as Gail Day has argued. If allegory remains an open dialectic, as the 
66 Joel Fineman. The Structure of the Allegorical Desire'. (k(oher, no. 12. Spring 1980. p. 51. 
67 Ibid. p. 51. 
68 Ibid. p. 52. 
ea Ibid. p. 52. 
70 See discussion of allegory in Chapter 1. 
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infinite movement of antithetical ideas in Schclcgcl's fragment, then, it cannot be 
conceived as a hierarchical structure. 
Fineman remarks that in allegory all parts function structurally in relation to one another 
and to themselves as a kind of mirror image, commenting on each other but keeping a 
relation to a common frame. 71 In the installation the first mild day cf Afarcl:, the 
intervention functions as the frame, which brackets the Bird Gallery, designating it art. 
In this structure, all the elements in the existing structure of the collection interact with 
one another, gaining an extra level of self-reflectivity within the new frame. The 
scientific discourse remains there, as it was previously, immersed in the heterogeneous 
space of the collection, in its entanglement with language and dead animals. The 
temporary artistic intervention was not an a-historical acstheticization of the museum, 
but a critical examination of a complex site where the infinite dialectics of aesthetics 
and science takes place. 
Fineman recognizes the dialectical character of allegory: `[... ] allegory initiates and 
continually revivifies its own desire, a desire bom of its own structuring. Every 
metaphor is always a little metonymic because in order to have a metaphor there must 
be a structure, and where there is a structure there is already piety and nostalgia for the 
lost origin through which the structure is thought. Every metaphor is a metonymy of its 
own origin, its structure thrust into time by its very structurality. '72 Thus, the 
proliferation of structures are bom of the desire of allegory to grasp the perpetually 
deferred meaning of a preceding structure, the pretext. This is the model of the 
fragment, each successive frustrated attempt to signify, leads to an endless process of 
production. In the case of the museum of natural history, its quest is to interpret the 
71 Ibid P. 55. 
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ungraspable meaning of the 'Book of Nature. ' This task has led to endless 
interpretations, generating a proliferation of'structures, amongst others, the language of' 
natural history and vast collections of preserved plants and animals in museums 
throughout the world. The order created by the discourse of natural history does not 
coincide with the chaotic order of the original, and it is in this gap between the two that 
unexpected orders are formed. At the Bird Gallery of'the I lancock museum, the 
disorder of the museum's unconscious comes through the poetry of its magic 
encyclopaedia, by mistake, like a lapse of the tongue. 
73. \ ic%ý ion, :. 
The Discourse of Natural History 
Foucault remarks that the theory of natural history cannot be dissociated from that of 
language, because natural history is concerned with the representation of the knowledge 
of plants and animals, through a system of names. 
' Foucault says that in natural 
history: `things and -words are ver strictly interwo-en: nature is posited only throuvh 
the grid of denominations, and - though without such names it would remain mute and 
72 Ibid. P. 59. 
73 Michel Foucault, The (»der of Things. (1966). op. cit., p. 157. 
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invisible - it glimmers tar oil beyond them, continuously present on the liar side of this 
grid, which nevertheless presents it to our knowledge and renders it visible only when 
wholly spanned by language. '74 Thus, it is through the mediation of language that 
nature acquires visibility and is organized in the natural history discourse. I he way 
nature is configured in such organization is influenced by distinct approaches to 
language in various historical periods. 
74. Vic'% from the taxidermist's room 
qw 
Foucault remarks that in the episteme of the l6th century, nature was regarded as a vast 
text requiring interpretation: nature and word were intertwined with one another to 
infinity. " Foucault argues that in this period, language was conceived as a concrete 
thing in the world, like plants, stones and animals. He notes that in 16th century 
encyclopaedias, the description of an animal was inseparable from its linguistic 
interpretations, and the naturalist researched the entirety of knowledge around a 
particular specimen, from various sources: To know an animal or a plant, or any 
terrestrial thing whatever, is to gather together the whole dense layer of signs with 
which it or they may have been covered; it is to rediscover also all the constellations of 
74 Ibid. p. 160. 
75 Ibid. p. 34. Foucault explains that the construction of the scientific discourse on nature, in the 16th century 
episteme. was based on the model of scriptural commentary. It was identified as interpretation, and as such, it was 
based on an infinite accumulation of successive commentaries upon preceding texts. 
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forms from which they derive their value as heraldic signs. '76 There was no separation 
between things and the words about them, all of the fictitious and factual commentaries 
stood in equal terms in the long semantic lineage attached to a thing. The installation 
the first mild day of March explores the rich semantic chain related to the birds in the 
collection. The Bird Gallery is already structured in a way to encourage such an 
imaginative reading of the animals, and the artwork emphasizes this tendency, making 
the link between words, animals and associated thoughts even more open. 
According to Foucault the naturalist from the 17th century onwards becomes involved 
in describing what he can see, rather than compiling the signs and stories associated 
with his object of study, as did the 16th century natural historian. In this new way of 
relating to nature, there was an attempt to create a neutral, objective and faithful 
language: 
The documents of this new history are not other words, texts or records, but 
unencumbered spaces in which things are juxtaposed: herbariums, collections, 
gardens; the locus of this history is a non-temporal rectangle in which, stripped of 
all commentary, of all enveloping language, creatures present themselves one 
beside another, their surfaces visible, grouped according to their common 
features, and thus already virtually analysed, and bearers of nothing but their own 
individual names. 77 
As Foucault explains, the task of natural history is involved in reducing the distance 
between things and language, once they have been separated: language should be used 
in such a way so as to coincide as much as possible with the scientifically observed, so 
that things can be transparently represented by language. 
Foucault argues that the construction of a new language is based on comparisons 
between empirically formed groups. A classification is, then, established based on the 
76 Ibid. p. 40. 
77 Ibid. p. 131. 
215 
differences and similarities of different specimens, creating a grid which 'can be laid 
over the entire vegetable or animal kingdom. Each group can be given a name. With 
the result that any species, without having to be described, can be designated with the 
greatest accuracy by means of the names of the different groups in which it is 
included. 978 In this way, knowledge can be acquired from a continuous order of 
possible differences. While in the 16th century, 
[... ] the identity of plants or animals was assured by the positive mark (sometimes 
hidden, often visible) which they all bore: what distinguished the various species 
of birds, for instance, was not the differences that existed bet wwecn them but the 
fact that this one hunted its food at night, that another lived on the water, that yet 
another fed on living flesh. Every being bore a mark, and the species was 
measured by the extent of a common emblem. 79 
Thus, each animal had a certain independence from the overall frame, which disappears 
in the 17th century system of classification, where the identity or a living being is 
defined by a general system of differences. It is because of this loss of individual 
meaning that the animals suffer a process of homogenization in the modern system of 
classification. The process of naming and classification involves a kind of metaphorical 
death, as the animal is taken from a complex `disorder' of the living world and inserted 
into the universalizing order of the scientific discourse. The artwork adds another frame 
to the unstable relation between the specimen and the scientific value imposed on it. As 
a supplementary fragment built into the margins of the collection, the artwork mirrors 
the structure of the scientific language, revealing it to be a supplement in the animal's 
long signifying chain. The scientific explanation that `frames' the specimens and 
reduces their complex relations with the world, to a simple name in the homogenizing 
grid of the taxonomic order is disrupted. The extra frame provided by the artwork 
disturbs the stability of such correspondence by expanding the gap bct%vecn the signifier 
78 Ibid. p. 141. 
79 Ibid. p. 144. 
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and signified, intensifying the disjunction between the linguistic sign and its referent. 
between things and words. 
7ý. \ IL'\\ li,, ni ih ý. t\i, i, ii . i,, ni 
Sight becomes the privileged sense in scientific observation during the 1701 century, 
defining natural history's conditions ot'possibility, and later being extended further by 
the use of optical instruments. As Foucault argues: `I... I to attempt to improve one's 
power of observation by looking through a lens, one must renounce the attempt to 
achieve knowledge by means of the other senses or from hearsay. A change of scale in 
the visual sphere must have more value than the correlation between the various kinds 
of evidence that may be provided by one's impressions, one's reading, or learned 
compilations. '80 Thus, to observe was to see and describe the object in a systematic 
and internationally recognizable way. Linnaeus proposes a system of classification 
(still used today), in which four basic variables of a species should be described: 
number, form, proportion and situation. 
81 According to Foucault. these values 
determine the structure of organs and anatomical parts of animals and plants observed. 
creating a conventional system which makes possible their passage from visual 
representation to textual language. Foucault explains that the structure reduces the 
totality of living beings to a system of designated variables, which make it possible to 
e0 Ibid. p. 133. 
81 Ibid. p. 134. 
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link natural history to mathematical science. " ' In this process the organism looses its 
unity to become a pattern of morphological parts. in the order of a grid: the new 
language of'natural history. 
, h. ! /h' /1, "! rr;.., IcI ýq 
In this way, viewing through lenses becomes associated with scientific observation and 
the formulation of a language of objecti% itv to describe and coincide N% ith nature. I-he 
magnification through lenses is also associated with an artistic ga/c. \oýeurism and 
becomes an escape route to a `magical' dimension. In the. lirst mild dai" ol'Alarch, the 
viewing of our video through the lenses of a telescope explores this tension between a 
poetic and a scientific gaze. The aesthetic gaze is a means of relating to the world in 
which the subject is not interested in knowing its object by classifying it or describing 
its parts. From a poetic (phenomenological) perspective, the viewer seeks pleasure in 
82 Ibid. p. 136. 
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the experience, is interested in knowing the object by allowing it to be what it is, to 
unfold its existence or presence in front of the subject. This apparently direct 
engagement with nature, (and the pleasure of seeing a bird in its habitat), that is 
experienced by ornithologists or bird watchers, is inevitably mediated by culture. 
In the installation, the desire for immediacy is frustrated cvcn more, as the viewer is not 
presented with the presence of a real living bird, but with a copy, the reproduced image 
of an ephemeral moment in a bird's flight. The loss of `aura' through video 
reproduction is comparable to the loss of life of the stuffed birds, as both are only 
shadows of a lost existence. Yet, through the fragment, this existence can be indirectly 
presented and can generate endless reflection. 
Opticality in art has been associated with the aesthetics of painting and the discourse of 
subjectivity and expression theory. Installation art emerges as a reaction to the `pure 
opticality' of painting, in which the viewer experiences the artwork as a `disembodied 
eye'. Thus, as discussed in the first section of this Chapter, opposing this narrow 
perspective, installation brings a phenomenological perspective to the work of art as 
was articulated by minimalist artists, as the bodily exploration of space. In viewing the 
video through the telescope the first mild day of Afarch points to the visual aspect of the 
aesthetic experience. As I have discussed previously, aesthetics is often regarded with 
suspicion because of the a-historical aspect of the aesthetic experience as it absorbs the 
viewer in an uncritical pleasure. On the other hand, visuality is also related with to 
politics of representation in the photographic discourse, even in its most semiotic 
understanding, the image remains important and its quality has a special way of 
signifying. 
'I4! 
\ .. _ ,. 
The use of the telescope in the installation, brings together all of these artistic references 
to visual perception with the objective scientitic approach. to create a space for 
reflection on the various ways of relating to nature and the multiplicity of mediating 
filters which separate it from us. As a site-specific installation, the first mild (411- of 
March explores other phenomenological aspects of the complex space of the Rird 
Gallery, such as: the smells, sound and atmosphere of the place. These physical aspects 
are entwined with the institutional and discursive frames around the exhibits, which the 
installation investigates, by treating the collection as a text, and by highlighting its 
poetic aspects through a close reading of it. 
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Conclusion 
The installation the first mild day of March, as an ephemeral intervention, is indirectly 
presented here, through photographic documentation, text, and by the isolated parts 
which constituted the intervention, such as the sound and the videos. Ilowcver, when 
viewed separately, the videos do not translate the experience of the installation, in the 
same way that listening to the CD does not reflect the perception of sound in the space 
of the museum. The melancholic death of the work is characteristic of the allegorical 
mode of production. In allegory, the new comes from old, preexisting structures, in 
acts of creative revival in order to retrieve a disappearing past to the present. This text 
is such an attempt to retrieve some aspects of the vanished work, and explore the ways 
in which the installation related to the site in which it intervened. 
The work engaged with the physical space of the museum, at the same time, it can be 
regarded as a discursive frame, added to the institutional discourse of the natural history 
museum. The expansion of the notion of site, which Krauss, Meyer and Miwon 
describe, from phenomenological space to ideological sets of relations can be conceived 
of as different levels in the interpretation of works which are temporarily constructed in 
non-artspaces. In the case of the first mild day of Rlarch, the installation transformed, 
for few weeks, a scientific context into an art space. As I have discussed, it is possible 
to observe how the phenomenological experience of the space of the Bird Gallery is 
closely linked with the discursive aspects which emerge through the ordering and 
presentation of the specimens. The installation pursued this linking thread in the 
physical and textual fabric of the Bird Gallery by moving from the phenomenology of 
the space to its discursive construction. 
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The use of ambiguous allegorical language in the construction of the artwork explored 
the various layers of meaning related to the institution, without directly criticising its 
violent past, and its present commodified status. This made it possible for our 
intervention to remain critical of the museum's operations, without having to 
compromise the content of the artwork in our negotiations with a museum curator. The 
site-specific installation as such cannot be commodified, but the photographic material 
which relates to it can. Thus, the artwork, and our artistic activities arc as implicated in 
the capitalist system as the museum is, because everything in the system (to varying 
degrees) is under the allegorical power of the commodity. There is no way to escape 
the contradictory (critical and commodity) aspects of the artwork, but it is possible for 
artists, in some circumstances, to mediate these aspects in the process of production, 
and create a space for critical reflection. 
the first mild day of March played with Meyer's `lyrical' and `critical' distinction, or the 
tension between a poetic and a scientific gaze, which was here associated with the 
tension between metaphor and metonymy in Jakobson's theory of allegory, as discussed 
by Fineman By bringing two extremes together the Romantic view of nature with its 
objective language of scientific classification, %e intended to confront the pre-modcrn, 
mythical concept of nature with a post-industrial one. the first mild day of Mardi, was 
built on this tension between the scientific impulse to discover, conceptualize and 
classify, and a poetic desire to undo such imposed classificatory order. In the 
construction of the work, we were concerned with keeping both positions 
simultaneously functioning, so as to maintain an open dialectic which avoids closure in 
prioritizing one of the polarities. 
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The piece invited the viewer to look at the process of looking, to relate to the collection 
from multiple points of view. The use of the telescope and video projections, pointed to 
the role of technology in attempting to reduce the distance between nature and the 
viewer, and to give the illusion of proximity and immediate contact with it. This desire 
is frustrated by the series of mediations involved in the process of reproduction, in the 
case of video, which destroy the `aura' of the image, of a real encounter between the 
viewer and a living animal in its natural environment. This attempt to copy an original 
scene from the natural environment, far and beyond the museum's walls, is also 
reflected in the display cabinets' artificial recreation of scenes of living birds in idyllic 
landscapes, the wild jungle or urban environments, by using paintings and curious 
props. The melancholic death of the animals and their meaning left them open to 
allegorical manipulation by the taxidermist, scientist and subsequently, us, the artists. 
The manipulation of the lighting in the cabinets, during the exhibition, encouraged the 
viewer to read the stories which were built in each display, and to observe their 
contradictory dramatic and pedagogical character. With such strategy we aimed to 
emphasize what was already present but perhaps unnoticed, the `romantic' gesture in 
the `objective' scientific work. There, the boundaries between art and science, fact and 
fiction, culture and nature, dissolved into a blurred area, reminiscent of the times in 
which these notions were mixed in Renaissance encyclopaedias and cabinets of 
curiosity. 
The artwork did not follow the scientific method nor did it create new systems of 
classification. It increased the existing sense of disorder, where one was not primarily 
engaged with the identification of the bird's species, but on the act of viewing and 
observation. The suspension of the didactic function worked to stimulate the 
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questioning about what other ways those animals could mean something. In the space 
which separated the animals from the distinct discourses, a new configuration of order 
could emerge. 
Foucault, in his theory of discourses, explores the cultural, empirical order within which 
scientists operate. He concentrates on the aspects of the social construction of the 
discourse of science, in opposition to scientific and philosophical theories which defend 
the existence of universal laws of order in nature and which view science as capable of 
objectively presenting through its realist discourse. Foucault argues that, between these 
two positions, there is an intermediary space in which an `unspoken' or pre linguistic 
order can manifest itself: 
Order is, at one and the same time, that which is given in things as their inner law, 
the hidden network that determines the way they confront one another, and also 
that which has no existence except in the grid created by a glance, an examination, 
a language; and it is only in the blank spaces of this grid that order manifests itself 
in depth as though already there, waiting in silence for the moment of its 
expression. 83 
thefirst mild day of March explored this intermediary space which separates an, 
perhaps ungraspable, inner order and the culturally superimposed orders of art and 
science onto the animals. By superimposing an artistic discursive order over another, 
the scientific one, the installation expanded the gap which separates the signified from 
the signifier, creating a reflective space in which it may be possible for new experiences 
of order to re-emerge. 
83 Michcl Fauault, The Order of Things, op. cit., p. xx 
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A Breath of Frc%h Air ... 
71>. Kuli Irrist, I inland. 2001 
I now present the last case study of this thesis: an intcrdiscipIinarý project entitled wr. 
The air project's ithin its modest proportions, aims to contribute \%itIt nc%% scientific and 
artistic %%orks on climate change to the ongoing debate on global %%arnting. ( lur socict\ 
needs ver urgently to de\clop new ideas, technologies, scientific and artistic 
approaches to deal with the ens ironntcntal problems of the nature-culture h\ brid \%urld 
in \Oich we dwell. The following discussion therefore engages \%ith the \%ide 
ecological debate on climate change. which %% ill hopefully bring to the \wrld a 'breath 
of fresh air'. 
The first part of this text is focused on some encounters bet%%cen natural science and the 
humanities, to reveal sonic problematic aspects of the multidisciplinarn field These 
pre Iinlinar) considerations give it broader \ IC\% of the social, historical and political 
context in hich the air project developed. The opening discussion is an attempt to 
bridge the humanities' criticism of natural science %% 'ill the ecological and artistic 
concerns of our project. As part of the humanities' dialogue %%ith natural science. I refer 
to the %kork of the Portuguese sociologist Uoa%entura de Sousa Santos on science. 
Santos argues that science is going through a period of transition from an old. dominant 
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paradigm to an emergent one and discusses the social and intrinsic factors which are 
generating this transformation. The methodological and epistemological changes that 
Santos supports would result in a science mainly characterized by multidisciplinary 
exchange, which would avoid the problems of hyper-specialization and 
compartmentalization of knowledge within the old dominant paradigm. This movcmcnt 
towards multidisciplinarity can be observed in new areas of research, such as the 
Cultural Studies of Science, as well as Science and Technology Studies (STS), which 
bring together social scientists, historians, philosophers, natural scientists, 
anthropologists, cultural studies scholars, postcolonial and feminist researchers to 
examine the relation of science and technology to society by focusing on questions of 
culture and power, with special attention to historically excluded groups. 
The dissolution of disciplinary boundaries in STS has developed through a conflicting 
relationship with natural scientists. Far from a harmonic transition from one perspective 
to another, this dialogue has taken the form of heated battles, the `science wars' as they 
became known in academic as well as mass media contexts. At the core of this debate 
there is a tension between two polarities: the `realist' and `social-construction' 
conceptions of nature as I have discussed in the previous Chapters. Here I consider the 
arguments of each side of the `science wars', and investigate some of these issues in 
relation to the `Lomborg case', another controversy in the scientific world, which is 
more specifically related to the ecological debate on climate change and forests. 
Finally, I approach the air project, exploring some of the above issues through our 
collaborations with natural scientists researching climate during two residencies in the 
hot and cold forests of Brazil and Finland. In this project the perspective of natural 
science is an important constitutive aspect of the work. We examine the tensions 
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bctwccn realist and socially constructed aspects of the forests through its rcprcscntation 
in scientific and artistic work. ' 
A new paradigm in science 
The gradual crumbling of the dogmatic principles of neutrality. rationality and 
objectivity, which are at the heart of scientific discourse has been provoked by 
theoretical and social factors, according to Boaventura de Sousa Santos. I le argues that, 
at a theoretical level, it is the work of scientists, such as Albert Einstein, Werner 
Heisenberg, Niels Bohr, Kurt Gödel and Ilya Prigoginc, which leads to the questioning 
of many foundational presuppositions of modem Newtonian science. At a social level, 
Santos explains that it is the global industrialization of science since the 1930s and 
1940s that has led to the collapse of dominant ideas of scientific autonomy and 
neutrality. He remarks that in both capitalist and socialist societies, economic and 
political centres of power started having a decisive role in the definition of scientific 
priorities and power over scientific research outcomes. He also adds to this equation 
military aims: `Science and technology have revealed the two sides of a historic process 
in which military and economic interests arc converging until they become almost 
indistinguishable. '2 The industrialization of science also has an important impact on the 
organization of the scientific work, as Santos explains: 
[... ] on the one hand, the scientific community became stratified, power relations 
amongst scientists became more authoritarian and unequal, and the majority of 
scientists were submitted to a process of proletarianization in laboratories and 
research centres. On the other hand, capital-intensive research (dependent on 
expensive and rare instruments) made the free access to equipment impossible, 
contributing to the deepening of the gap, in terms of technological and scientific 
development, between central and marginal countries.; 
I 'Tile video installation air is one of the main outcomes of this project, and is c hibitc4 in the PhD final stow. 
2 Boaventura dc Sousa Santos, Um Discurso sobre as Cth'cias -A discourse on Scienm. ed. Afrontamento, Porto, 
7th edition, 1995, p. 35. 
3 ibid. p. 35 (my translation). 
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With these dramatic transformations of the social relations between scientists and the 
state, in the post-war period, claims to neutrality by scientists have become more and 
more debatable inside and outside the scientific world. Perhaps we could use 
Benjamin's (Marxist) theory of allegory to examine this process of the commodification 
of science. In such an industrial and military context, scientific knowledge is 
allegorized, as the outcomes of research arc no longer under the power of the scientist, 
but acquire their value from other agents. This devaluation of scientific work by the 
military power or through its commodification is subsequent to a previous devaluation, 
that is, the devaluation of nature by instrumental reason. The critique of the 
objectification of nature in Enlightenment discourse is a central aspect of the Frankfurt 
School project. As discussed in Chapter 2, in the Dialectic ofEnlightenment Adorno 
and Horkheimer analyse how the ideology of the domination of nature is extended to 
the domination of other humans 4 They remark that rationality turns into irrationality, 
when science becomes an instrument in the hands of barbaric totalitarian regimes. 
According to David J. Hess, the work of the Frankfurt School authors and their heirs 
Jai-gen Habermas and Antonio Gramsci, as well as Georg LuUcs are vital to Western 
Marxist traditions of social theory that provide the framework for contemporary STS- 
Science and Technology Studies s 
STS is part of the multidisciplinary aspect of the new paradigm discussed by Santos, in 
which he proposes that natural phenomena arc studied as social ones. In this new 
paradigm, the humanities perspective becomes more important, as do the textual and 
linguistic aspects of knowledge. In this humanistic conception of science, the 
4 Thcodor Adorno and Max Ilorklximer, Dialectic of Enligl tenment, Verso Classics. London, New York, 1944. 
1997. p. 4. 
5 David J. I less, Science Studies: An Aduanced Introduction, New York University I'ress, NY and Lorxion, 1997. 
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distinction between human and nature is deconstructed: 'all nature is human', which 
means that our perception of nature is a product of culture. Santos argues that. in this 
way, the scientific text is merged with the autobiography of its author, and that all 
scientific knowledge is self-knowledge, because the scientific process is not one of 
discovery, but one of creation: 'metaphysical presuppositions, belief systems, 
judgements of value do not come before or after scientific explanation of nature or 
society. They are an integral part of this same explanation. i6 Santos argues that the 
choice between one form of knowledge and another (metaphysics, art, religion or 
poetry) are judgements of value and are not based on scientific criteria, but reflect the 
values of certain societies in specific historical periods. This strong awareness of the 
social and historical contexts in which scientific knowledge develops is another 
allegorical characteristic of the new paradigm, as context and intcrtcxtuality arc 
structural aspects of allegory. 
In the new paradigm, the fragmentation of knowledge is not disciplinary, but thematic. 
Here, we find even further allegorical elements, for Santos sees the science of the new 
paradigm as engaged with translation, in which concepts and theories that are developed 
in one discipline migrate to other contexts. This level of `methodological 
transgression' is the main strategy of allegorists, and is an important aspect of art and 
science projects. The thematic aspect of artistic `project-based' practice also ref acts 
this approach in the field of contemporary visual art. Many contemporary artists are not 
concerned with questions of medium-specificity, instead, they are developing projects 
in specific sites, subjects or contexts, exploring ideas from other disciplines but using 
them in other ways or for different purposes, as previously discussed. But 
a Boaveatura do Sousa Santos, Um Atscurso sobre as Qbnclas - (A J xourm on &icnccs), op. tit., p. 52. (my 
translation). 
7c 
, Ccthe discussion on Paul Fcycrabcnd's anarchistic methodology, in Chapter 3. 
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interdisciplinary excursions into the territory of scicncc arc not always welcome as we 
can sec in the following discussion on the 'science wars'. 
'science wars' 
The 'science wars' is a debate between natural and social scientists, which has been 
polarized into two extreme positions: the 'social construction' perspective, associated 
with sociologists, STS and the cultural studies of science; and the 'realist' position of 
natural scientists, who believe that science proceeds logically and rationally, despite 
social and cultural influences. 
Steve Fuller dates the beginning of the 'science wars' to 1992 with the publication of 
two books: one by the American physicist Steven Weinberg, Drrants of a final Thcvrjº, 
and the other by the British biologist Lewis Wolpert, The Unnatural Nature ofSeicncca 
These authors criticize the work of a group of historians, philosophers, and sociologists 
of science who researched and challenged some aspects of contemporary scientific 
discourse. The debate became intensified with the publication of the book Nigher 
Superstition: The Academic Left and its Quarrels with Science, by the biologist Paul R. 
Gross and the mathematician Norman Levitt, 
9 in which the authors question the 
criticism of science by humanists and social scientists on the `academic left', whom 
they regard as promoters of postmodernism. Gross and Levitt accuse cultural studies 
and STS scholars of scientific-illiteracy, and regard their attitudes as antiscientific and 
irrational. 
a Steve Fuller, `The Science Wars: Who Exactly is the Enemy? ', article published in the Japanese paiaiical, &aal, 
1998. 
9 Paul. R. Gross and Norman Lewitt, Higher SupentWon: The AcoJemic left anJ iu Quarrels with Sck&v, The 
Johns Hopkins University Press, Baltimore and London, 1994. 
232 
Following the publication of Higher Superstition, the physicist Alan Sokal, wrote a 
parody of a 'post-modem science-critical text', entitled'Transgrcssing the Boundaries: 
Towards a Transformative Hermeneutics of Quantum Gravity', which was published in 
a cultural studies journal, Social Text, in an issue devoted to the 'science wars' 
(Spring/Summer 1996). 10 Shortly after, Sokal published another article in Lingua 
Franca (May/June 1996), revealing that his article for Social Text was a hoax and 
accused the editors of negligence for publishing a scientific text in quantum physics 
without peer review. In a later evaluation of the hoax, Sokal attacks well known authors 
in STS, sociology of science and prominent scholars, such as Bruno Latour, Steve 
Woolgar, Barry Barnes and David Bloor, Harry Collins, Gilles Dclcuzc and F6lix 
Guatarri, Jacques Lacan, Luce Irigaray, Jean-Francois Lyotard, Paul Virilio, Michel 
Serres and Jacques Derrida. According to Sokal, they have all got it wrong when it 
comes to science: 
[... ] the article is structured around the silliest quotations I could find about 
mathematics and physics (and the philosophy of mathematics and physics) from 
some of the most prominent French and American intellectuals; my only 
contribution was to invent a nonsensical argument linking these quotations 
together and praising them. This involved, of course, advocating an incoherent 
mishmash of trendy ideas - deconstructive literary theory, New Age ecology, so- 
called `feminist epistemology', extreme social-constructivist philosophy of 
science, even Lacanian psychoanalysis - but that just made the parody all the more 
fun. 't 1 
10 Alan Sokal, 'TrAnsgressing the Boundaries: Toward a Transformative Ilermencutics of Quantum Gravity, ' Social 
Tat ä46J47, pp. 217-252 (Spring/Summer 1996). In the special issue on the topic of science studies, science critics 
responded to the, attacks of Paul Gross and Norman 
Lewitt Contributions Were solicitod from humanists, social 
scientists and natural scientists: Sandra Harding, 
Steve Fuller, Emily Martin, Hilary Rose, Langdon Winner, Dorothy 
Nclkin, Richard Levine, George Levine, Sharon Traweck, Sarah Franklin, Ruth Hubbard, Joel Kovcl, Stanley 
Aronowitz, and Les Levidow. Later Andrew Ross published a book with additional articles by Katherine I lay lea, 
Michael Lynch, Roger Hart, and Richard Lewontin, Sdcnoe Wars. Duke University Press, Durham, NC, 1997. 
11 Alan D. Sokal, 'What the Social Tat affair does and dots not prove: a critical look at science studies, "' in Afi? r 
du 'science wars', Routledge, London, 2001, p. 17. Sokal is a Professor of Physics at New York University. 
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Sokal argues that they misunderstood the content of science because of their lack of 
scientific competence, but he apparently did not consider that it could be him who might 
not have understood what those authors were actually saying. 12 
Sokal's position is clearly the opposite of the one of scicncc studies, when he argues 
that it is up to experts alone to talk about science: 'sociologists of science ought not to 
study scientific controversies on which they lack the competence to make an 
independent assessment of the facts, if there is no other (for example, historically later) 
scientific community on which they could justifiably rely for such an independent 
assessment. "3 This discourse of authority is precisely the point where natural scientists 
and STS authors will disagree mostly, because STS scholars argue that it is not 
necessary for them to be experts in the fields they study. Bruce Robbins and Andrew 
Ross argue: 
What's important to us is not so much the gulf of comprehension between `the two 
cultures', but rather the gulf of power between experts and lay voices, and the 
currently shifting relationship between science and the corporate-military state. 
Nor are these concerns extrinsic to the practice of science itself. Prior to deciding 
whether science intrinsically tells the truth, we must ask, again and again, whether 
it is possible, or prudent, to isolate facts from values. This is a crucial question to 
ask, because it bears upon the kind of progressive society we want to promote. 4 
The question of expertise is a fundamental point in this debate, and I agree with 
Robbins and Ross that non-experts must participate in the decision-making processes 
that define the work of the scientific community because of the disproportionate power 
12 Jacgucs Dcxrids remade, in an article published in Le Afan&- 'Ces &bau ont we huwire compkxr : des 
bibliorhtques de trm ur epistcmologiqucs l Avant d'opposcr ks "savanu 'et ks awres. Its dnircnl le champ 
sdentifique lul-mime. Et celut de la pence philasophique. Tout en m'en amusant parýtt, je prrnds auui au shricus 
let syrnptomes dune campagne, d dine chasse mime oir des cavaliers mal entrabrts ont parfir s du mal it Idcnrißer la 
btie. Ei d'abord !e terrain. ' (Such debates have a complex history: libraries of epistemlogical worts) Before 
opposing the'savants' and the others, they divide the scientific field itself. And the one of the philosophical thought. 
Although this amuses me sometimes, I take seriously the symptoms of a campaign, or even a chase, in which the 
badly trained hunters have difficulties in identifying the prey. And, above all, the twain. ) - my translation. Jacq es 
Dcsida, "Sokal et Bricmont ne sort pas sMcu t'. Le Atonic. 20 novembre 1997, page 17. 
12 Alan D. Sokal, 'What the Social Text affair does and does not prove: a critical look at `science studies, '" op. cit.. 
p. 20. 
14 Bruce Robbins and Andrew Ross, co-Editors for Social Text in response to Sokal's hoax. &ktal Text 146147, 
SpringtSummer 1996. 
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of science in relation to other disciplines in contemporary society, thereby having a 
direct effect on our lives and the environment. On the other hand, Sokal raises the issue 
of expertise and a deeper understanding of a field of knowledge which is important to 
consider, because in any discipline there is a considerable gap between the specialized 
knowledge of a professional, be them a sociologist, artist or biologist, and the ideas that 
the general public have about their field. Sociologists also complain that natural 
scientists do not have a deep understanding of sociological problems. " Thus, there is 
an impasse between the two perspectives. Having said that, natural science does raise 
more concern because of its privileged social position and its appropriation by industry 
and military power. All other disciplines are also equally under the `universalizing' 
power of the commodity, but other disciplines have not become arguably as `dangerous' 
as science has. 16 
Sokal does lend some validity to the work of the critics of science, as long as they deal 
with the social aspects of scientific practice, such as individual and social ethics, and the 
study of political, social, economic, cultural and ideological factors in shaping scientific 
, truth'. What Sokal objects to, is the questioning of the foundations on which scientific 
method is based: the reality of the physical world and science's capacity to know it 
objectively. Sokal questions the idea of the `social construction of facts' articulated by 
Latour and Woolgar, he is also against Barnes and Bloor's concept of knowledge as 
, any collectively accepted system of belief `7 and the tendency towards 
, epistemological relativism' in science studies. Sokal argues that what STS scholars arc 
advocating, is a kind of methodological relativism that takes into account only social 
is Sal Restivo, a professor of sociology and science studies at Rcnsselaer Pol)Uclmie Institute (RPN) in Troy, N. Y.. 
argues that the problem is that natural scientists 'don't understand the sociology. and they don't understand the social 
nature of the world in a profound way. ' The Scientist 11[31: 1. Feb. 03,1997. 
to please refer back to Chapter 2, to the discussion of the work of Ilesse-Honegger and Dion, who address the 
dangers of radioactive pollution and genetic engineering respcctivtly. 
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factors, but renders the physical world irrelevant. Sokal does not see how these 
methods from other disciplines can be applied to the natural sciences. STS authors 
would argue that these points can be useful to scientists, as Emily Martin clarifies: 't'art 
of the world view of an anthropologist is that the real world exists, but I can only know 
about it through my own language, my own culture, so I can never get at it except 
through these veils, these lenses, these gauzy filtcrs. '1S Thus, the social construction 
perspective points to the mediating factors which necessarily get in the way of 
representation, in a similar way that allegory points to the disjunction ofthe cssenec and 
symbol, or signified and signifier as I have discussed in Chapter 3.19 Sokal radicalises 
the concept of social construction as one which excludes the physical %vorld. 20 
Steve Fuller argues that the `science wars' debate led natural scientists to take on a 
defensive attitude, wherein they seek to protect the integrity of their claims to 
knowledge, which, they feel, have acquired only a metaphorical relevance in the hands 
of humanists and social scientists. In Fuller's words, `The response of professional 
natural scientists to the combined STS challenge - especially those who feel their own 
17 Barry Barnes and David Bloor, 'Relativism, rationalism and the sociology of lnow lodge'. in Martin Hollis tad 
Steven Lutes (eds) Rationality and Relattvitm, Blackwell, Oxford, 1981, p. 22. 
to Emily Martin, The Scientsst, July 10,1995, p. 1. Emily Martin is a professor of anthropology at Princeton 
University. 
10 In Chapter 3,1 argued that scientific language, similar to the late Romantic symbol has a desire for the signirwd 
and signifier to coincide, to be the same thing. 
20 Steve Fuller in 'Who's Afraid of Science Studies? ', published in the Indcpcndrnt on Sun1w magazint. 2$ June 
1998. presented the following 'Map of Misreading How Scientists 'Socially Construct" Science Studies' arguing 
that 
When science studies says., 
1. Science is socially constructed. 
2. The validity of scientific claims must be 
uadcrstood in relation to the claimant's pcrspective. 
Scicntisb read... 
Science is W hatncr enough people think it is. 
There is no distinction between reality and how people 
represcntt it. 
3. Science Studies has its own aims and methods. 
4. Science is only one possible way of interpreting 
espaience. 
5. Gravity is a concept scientists use to explain why 
we fall down not up. There are other explanations. 
6. Scientists' accounts of their activities arc not 
necessarily the best explanation for those activities. 
Science Studio Nillfuly ignores the aims and methods 
of science, 
Science is mercy an mtcrprctation that distorts 
cvaicncc_ 
Cavity exists only in our minds and, if we wanted, we 
could fill up not down. 
Scia fists` accounts of choir actihiucs can be dimgankd 
W bat explaining those activitics. 
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authority under attack - can be summed up as a kind of nco-puritanism that reasserts the 
value of technical proficiency and the need for sclfrcstraint in its application. 'i' Fuller 
argues that this neo-puritan attitude is a negative aspect, which has lcd scientists to 
repress any self-critical reflections on science as they emerged within their own field. 
As an example, Fuller refers to Steven Weinberg's disapproval of Werner l lciscnbcrg's 
pronouncements on the subjectivist epistemological implications of the uncertainty 
principle in quantum mechanics. 22 Fuller also points out that the sociologists most 
attacked by Sokal for lack of expertise were originally trained not in the humanities, but 
in various fields of science: Barry Barnes (chemistry), David Bloor (experimental 
psychology), Andrew Pickering (physics), Steven Shapin (genetics), Steve Woolgar 
(engineering). These authors had a good grasp of the day-to-day practice of science 
before they set out to analyse it from another perspective. 
Fuller links this neo-puritanism with the positivist project of demarcating science in 
order to distinguish it from pseudo-science. He argues that the image of the `value- 
neutral scientist' promoted by the sociologist Max Weber, was in accordance with a 
Romantic humanistic ideal of the autonomous researcher advocated by positivists, and 
that became dominant in the twentieth century scientific academy. However, Fuller 
explains that this puritanism became unsustainable as contemporary science is now 
inseparable from the state, industry and is incapable of controlling its outcomes beyond 
the environment of the laboratory. Fuller here touches on the same point that Santos 
has argued, as has Edgar Morin (as discussed in the conclusion of Chapter 2). This 
sensitive point is very revealing, as we can observe how the ideal of scientific neutrality 
and its `noble' social aims have been compromised by economic and political forces in 
21 Steve Fuller, ' Rye Rccnchantment of Science: a fit end to the -science wars"? ' In After the 'science wars , 
Routledge, Landon, 2001, pp. 183-4. Steve Fuller is Professor of Sociology at the University of Durham. 
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two ongoing cases. In the case of research promoted by the pharmaceutical industry, 
the commercial interests of the companies arc clearly the top priority when it comes to 
dealings with lifesaving drugs. Science in this case is not generous or democratic, and 
these industries are prosecuting developing countries for the production of generic drugs 
which are saving the lives of millions infected with IIIV in Brazil, India and Africa. 
Another case is the current battle between the powerful sugar industry in the US and the 
World Health Organization, over the issue of healthy cating. 23 Thus it is important to 
observe the conditions in which the scientists have worked and how their findings will 
benefit certain groups in society, when examining their claims to knowledge. 
Fuller sees the 'science wars' as an opportunity for contemporary scientists to evaluate 
their commitment to this `cultural puritanism'. He believes that a productive way 
forward from the 'science wars' would be a `reenchantment' of science, which is 
generally suspicious of progressive ideologies: 
[... ] postmodemists reverse this asymmetry by demystifying the idea of human 
progress, while reenchanting the natural realm. Here the efficacy of human effort 
is local, fragmentary, and transient, when compared with the chaotic and complex 
workings of the non-human, which always just manages to elude scientific 
strictures!, 
Fuller says that for this reenchantment to take place, it is necessary that a 
`secularization' of science occurs. This does not mean the end of a belief in science, but 
`the decline in the view that only one such belief is legitimate'. This point corresponds 
to the arguments articulated by Santos, who says that the problem of the dominant 
22 Ibid. P. 1 94. 
23 The sugar industry is challenging the WHO recomnu ndations that sugar should account for no more than 10', % of a 
healthy diet, which is a consensual percentage among experts. According to Sarah Bosclcy, in a letter to Gro I larlem 
Brundtland, the WHO's director general, the Sugar Association saes it Will challenge its S406m funding from the US: 
, If necessary we will promote and encourage new laws which require future W110 funding to be pro v" only if the 
organization accepts that all reports must be supported by the preponderance of science. ' The sugar lobby is also 
promoting its own scientific research, the 'International We Sciences Institute', (founded by Coa-Cola. Pepsi-Cola, 
General Foods, Kraft and Procter and Gamble), which has gained accreditation to the WHO and the UNa Food and 
Agriculture Organization through political means, according to Boselcy. Sarah Boscicy, 'Sugar Industry Threatens to 
Scupper WHO', The Guardian, Monday 21 April, 2003. 
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model of rationality is its totalitarian character, because it denies rationality to all other 
forms of knowledge which fall outside of the epistemological principles and 
methodological rules of the natural sciences. 
" What Fuller, Santos, Morin and other 
STS authors argue for is the end of the hegemony of the natural scicnc cs as the only 
model for all science and ultimately to all knowledge. 
The important aspect of the 'science wars' is that it shows how much misunderstanding 
from each side can happen when different perspectives confront one another. Yet, the 
dialogue between these opposites is vital, because it is through their dialectical dynamic 
that we can achieve a better grasp of the world in which we live. In this dialectical 
movement, there is no suppression of any one side: it is important to take account of the 
physical aspect of reality, which is part of the work of natural scientists, at the same 
time as we are aware of the social, economic, ideological and political contexts in which 
their activities are conducted. The 'realist' and `social construction' views cannot be 
separated, as the social and cultural conditions are part of 'scientific truth', as arc the 
residual aspects of the physical world. Allegory is a model where there is no 
hierarchical priority to any view. The dispute between the STS scholars and natural 
scientists is over the authority of natural science, as it claims a superior position over all 
other areas of knowledge. The solution to such an impasse might be to keep the 
dialogue alive, as in allegory, in which a 'truth' emerges from the dynamic between 
conflicting distinct authorities. It is also important avoid in this dissolution of the 
hierarchical relation of natural over social sciences, the establishment of new 
hierarchies thereby turning the social sciences into the superior term. 
24 Steve Fuller, `The Recnchanancnt of Science: a fit end to the `acicnce N as-? - op. cit., p. 1$9. 
25 Boaventura de Sousa Santos. UM Asmmo soon as Gl'mchu -A discourse on Science, op. cit., p. 11. 
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Referring back to the discussion of Cornelia llesse-I loncggcr's work, we saw how on 
the one hand, scientific research in the field of nuclear energy has bccn affected by 
social, political and economic factors. On the other hand, I Iesse-I Ioneggcr's work only 
acquired scientific value because of her systematic methodological approach. She 
managed to prove her claims about radioactive pollution through a careful monitoring 
of its `real' effects on plants and insects. Thus, within the context of science, it is 
important to observe methodological procedures, in order to preserve the quality of the 
research against external pressures. By developing independent research, I lesso- 
Honegger distanced herself from scientific institutions and the demands of their funding 
agents. Although she assumed a marginal position in relation to the scientific 
establishment, all of her theories and ideas were based on this tradition. I icr c o- 
political concerns are also part of a cultural and historical heritage, so there is no way to 
escape the dilemma between the `real' and the `socially constructed' aspects of her 
portraits of nature. Such dichotomies emerge in the discussion of the 'Lomborg case', 
which is part of the debate on environmental issues that arc the thematic nucleus of the 
air project. 
The 'Lomborg Case' 
Here I look at a controversial case, in which the scientific authority of natural scientists 
is challenged by another scientist, an`expert' from another field. In 2001 the Danish 
political scientist Bjorn Lomborg26 created a polemic with his book The Skcptica! 
Environmentalists in which he accused environmental scientists and organizations of 
28 Bjorn Lomborg is a political scientist and professor of statistics at the University of Aarhus in Dc vnailº, and 
director of Denmark's Environmental Assessment Institute. 
9 The SI-epdcal Ervtronmcntabst: Afeaniring the Real State of the WorIJ, Cambridge Uaiv"crsity Press, Cambridge, 
2001. 
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making false and exaggerated claims about the world's ecological problems and 
challenged the mainstream scientific opinion on issues like global warming and the 
overuse of natural resources. A generous space in the international media was given to 
his views, as if they revealed new information that the majority of scientists had missed 
in their long term study in various fields: '[... ] probably the most important book on the 
environment ever written. '28 'This is one of the most valuable books on public policy - 
not merely on environmental policy " to have been written for the intelligent general 
reader in the past ten years. ... The Skeptical Environmentalist is a triumph. '29 and 'The 
Skeptical Environmentalist is the most significant work on the environment since the 
appearance of its polar opposite, Rachel Carson's Silent Spring, in 1962.30 it's a 
magnificent achievement. '31 These arc just a few examples of the enthusiastic reception 
Lomborg received to his 'balanced assessment' of the state of the world by international 
newspapers, not to mention the various interviews on television and radio programs. 
In The Skeptical Environmentalist Lomborg presents an extremely optimistic view of 
the world, in contrast to the `distorted' views of environmentalists: 'Throughout this 
book I have tried to present all the facts, to give us a rounded feel of the real state of the 
world, and I have tried to compare and contrast it to our current understanding, 
stemming from the recurrent incantations of the Litany'. The 'litany' is a reference to 
the warnings by scientists and ecologists about the degradation of the natural 
environment. At the end of the book Lomborg concludes: 'Thus, this is the very 
message of the book: Children born today - in both the industrialized world and 
developing countries - will live longer and be healthier. They will get more food, a 
28 Review in The Daily Telegraph, UK, 27/0812001. 
29 Review in The Economist, 06/0912001. 
30 Rachel Carson, was a major figure in the history of the ecological movement She was a biologist who combine! 
her scientific knowledge with a committed eco-philosophical activism. Her book Llent . Taring (1962) is cons; dcro! 
the founding stone of the `Age of Ecology'. 
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better education, a higher standard of living, more leisure time and far more possibilities 
- without the global environment being destroyed. And that is a beautiful %%vrld. ' 
It is not surprising that Lomborg became a favourite amongst right wing groups. 
According to UCS - the Union of Concerned Scientists, groups such as the 'Cooler 
Heads Coalition', which was formed by the Competitive Enterprise Institute amongst 
others, to 'dispel the myths of global warming', featured Lomborg in a Capitol I1il 1 
briefing on global warming, and started taking his book as scientific evidence to justify 
their non-conservationist agendas and private interests. The right wing government in 
Denmark made him director of its Environmental Assessment Institute in 2002. 
Lomborg made many controversial claims, perhaps one of the most irresponsible was 
that investments to prevent global warming would be `money ill spent'. A heated 
debate and fierce criticism followed the publication of Lomborg's book in scientific 
journals such as ScientificAmericarn Science32 and Nature. The UCS invited several of 
the world's leading experts to carefully review The Skeptical Environmentalist: Dr. 
Peter Gleick, an internationally recognized expert on the state of freshwater resources; 
Dr. Jerry Mahlman, one of the most highly regarded atmospheric scientists and climate 
modelers; and top biologists and biodiversity experts Edward 0. Wilson, Thomas 
Lovejoy, Norman Myers, Jeffrey Harvey and Stuart Pimm. 
31 Rcvicw in Washington Post Book World, 21/10/2001. For more'cekbratory' r icws on Lomborg, %isit his wrcb 
site www. lomborg. com 
32 See the review by Michael Grubb, 'Relying on Manna from Heaven? ', Sdrnce, vol. 294.9 Novc nb r 2001, pp. 
1285-1287. Michael Grubb is in the Environmental Policy and Management Group, Imperial College and the 
Department of Applied Economics, Cambridge Um etsity. 
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The World Resources Institute (WRI) and the World Wildlife Fund (WWF) also 
reviewed Lomborg's book, listing ten controversial topics in the book.; ) On the subject 
of forests, the reviewers noted that Lomborg challenged a statement by WWF's Director 
General Claude Martin that `the area and quality of the world's forests have continued 
to decline at a rapid rate'34 and argued that Lomborg failed to observe that the most 
recent and authoritative global forest assessment by the UN Food and Agriculture 
Organization (FAO), which he has used, supports the WWF statements. Emily 
Matthews reveals how Lomborg manipulated numbers to reduce the percentage of loss 
of natural forest areas: 'Lomborg is quoting the FAO's figure for tropical deforestation 
as a percentage of global forest cover, not as a percentage of tropical forest cover. The 
vast majority of forest clearance is occurring in the tropics - forest area is actually 
expanding in most of the temperate zone - so this error grossly distorts the rate of 
tropical deforestation. '33 The numbers she presented are actually alarming: `According 
to the 2000 report, about 161 million hectares of natural forest were lost during the 
1990s, of which 152 million hectares (about 94 percent) were in the tropical world. ' 
The WRI also clarified many of Lomborg's misleading suggestions concerning climate, 
challenging his assertions that potential changes in the climate system arc not large and 
that it is far more expensive to cut CO2 emissions radically than to pay the costs of 
adaptations to the increased temperatures. ' 
37 The WRI argues that Lomborg relics 
largely on one controversial economic model, and uses the IPCC - Intergovernmental 
Panel on Climate Change, calculation of the thirty-year cost of stabilizing g cnhouse 
33 'Ten things environmental educators should know about The Skeptical Eniroamrntahst', Wort Rcsourccs 
Institute, www., % i. org/presslm : ombarg_10 things. htn i 
34 Bjorn Lomborg, The STepdcal E vironmentahst: Afearuring the Real Sum tithe q orlJ, op. cut.., p. 110. 
35 Emily Mai hews, 'Not Seeing the Forest for the Trees: On Bjorn I. oenborg and Deforestation , 12 Doc 2001, Grfst 
Magazine, www. grisiinagazine. cocn 
3e Ibid. www. gristmagazinc. com 
31 Ibid. pp. 317-318. 
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gas concentrations as a single year's cost. The WIU points to the consensus view of 
thousands of reputable scientists around the world, that 'human activities have changed 
the composition of the atmosphere, resulting in detectable changes in climate and 
biological resources, and are likely to result in much more rapid changes in climate than 
have been seen in the last ten thousand years. OS They point to Lomborg's dismissal of 
this entire body of research, and question the reliability of tlhe basis on which people 
should take his work seriously. Stephen H. Schneider considered Lomborg's 
calculations and argues that: 
The IPCC Working Group 2 did not put much credence in the aggregate climate 
damage numbers -a move Lomborg decries as politically motivated - is because 
the benefits of avoiding climate damage must be measured in more than 
commodities traded in markets (that is, money per ton of carbon abated). There 
are also human lives lost, species lost, distributional effects, and so forth. That 
makes putting a price on climate change very diflicult... '39 
Following this debate amongst scientists in many countries, early in 2002, the Danish 
Committees on Scientific Dishonesty- Malgene Vedrorende Vidertskabelig 
Uredelighed (DCSD or UVVU) received three complaints about Bjorn Lomborg (BL): 
`In the three complaints, BL is accused of fabricating data, selectively and 
surreptitiously discarding unwanted results, of the deliberately misleading use of 
statistical methods, consciously distorted interpretation of the conclusions, 
plagiarization of others results or publications, and deliberate misrepresentation of 
others' results. 40 
38 httpj/www. wri. orgtwrilprcss/mk_lomborg. htinl 
39 Stephen H. Schneider, `Hostile Climate: On Bjorn L, omborg and Climate Change', 12 Dec 2001, Grist MGrt, 'ine, 
www. gistmagazine. com. Stephen 
H. Schneider is a professor in the Department of Biological Sciences, a senior 
fellow at the Institute for International Studies, and professor by courtesy in the Department of Civil Engineering at 
Stanford University. He served as a consultant to federal agencies and Mite ite I louse staff in the Nixon, Carter, 
Reagan, Bush, and Clinton administrations, and was honoured in 1992 with a MacArthur Fellowship. 
40 Danish Committees on Scientific Dishonesty UWU or DCSD report, p. 9. Full report is available on the Internet 
on wow. forsk. dk/uvvulnyt/udtaldebat/bl 
decision. htm 
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After almost one year examining the case, on January 8 2003, the DCSD found 
Lomborg guilty of scientific dishonesty, ruling: 
Objectively speaking, the publication of the work under consideration is deemed 
to fall within the concept of scientific dishonesty. In view of the subjective 
requirements made in terms of intent or gross negligence, however, Bjorn 
Lomborg's publication cannot fall within the bounds of this characterization. 
Conversely, the publication is deemed clearly contrary to the standards of good 
scientific practice. 41 
When considering Lomborg's case, the DCSD debated if his work could be considered 
scientific, and it was exactly because of his presentation and circulation of the Skepticu! 
Environmentalist as a scientific work, that it was judged dishonest. Lomborg used his 
academic title, and attempted to associate the authority and status of science to a work 
with deep methodological flaws. The `realist' monitoring of changes in the 
environment by natural scientists was important in debunking Lomborg's false claims. 
This case reveals that it is important to keep the dialectics between the `realist' and 
'socially constructed' views of nature open if we are to have any grasp at all of our 
impact on the ecosystem of this planet. Allegory provides expedient means with which 
to disentangle the conflicting relations between the view of social construction argued 
by STS authors and the 'realist' perspective, defended by Sokal. The two antithetical 
positions can be conceived of as a dialectical dynamic, where nature and culture arc 
constitutive of one another, and science is indissociable from society, yct, science 
reveals that its methodology, criteria and social institutions offer important means of 
providing an approximate but reliable account of the physical world. The scientific 
community has developed mechanisms to maintain the quality of scientific research and 
protect it from external pressures, as the'Lomborg case' illustrates, through 
41 Ibid., p. 14. 
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international agreements and institutions such as the Union of Concerned Scientists 
(UCS), the World Resources Institute (WRI) and the World Wildlife Fund (WWF). 
The discussion on climate change is a political and economic battleground, where 
reliable scientific work needs to be carried out, despite the great pressures from 
powerful groups and their attempts to manipulate public opinion. Environmental 
scientists have become increasingly aware of the political nature of their research 
problems and how these are tied to social issues which fall outside of their disciplines. 
Concerned scientists continue to follow the rigour of a scientific methodology of 
research, at the same time, they are becoming more conscious of the necessity to take 
part in the wider social and political debates which surround their practices, and 
reflective implications of complex networks and strings that arc attached to their 
research. This necessity of self-reflection and engagement with debates in natural 
science extends beyond its parameters and is here that art and science can collaborate. 
It is in this intermediary space where distinct areas meet, that the air project emerges. 
The air project developed in the context of the global warming debate, and is intimately 
linked to the political, historical, natural, cultural, economic, scientific, social and 
aesthetic complex web of relationships surrounding the issue of global warming. The 
air project explores the `social construction' and the `realist' aspects of the debate, in a 
collaborative project with scientists doing research on climate change in the forests of 
Brazil and Finland. Through such a collaboration our intention is to bring together the 
artistic and scientific perspectives in the handling of a common theme. In previous 
works, we have appropriated material from scientific contexts, but in this project we 
intended to allow more room for the scientists to participate in the conceptual 
development of the artwork. 
air 
air is an interdisciplinary project %%hich engages %%ith %arl0U" dl-iUI-IoII` and lc cl, iii 
interpretation of the elusive, invisible and essential element for life, the air At a 
religious, mystical and deep-ecological levcl. the air is perhaps the most po' erful `ign 
for the principle of interconnectedness in nature. Distant places are also materiall% 
linked in the air. Large mineral-rich dust clouds travel from the Saharan desert across 
the Atlantic ocean through the air, to fertilize the soil of distant forests such as the 
Amazon, as recent research shows. '' 
42 P. Fonnenti, M. O. Andreae. L. Lange, G. Roberts. J. ('atmcser, I. Rajta. A' Macnhaut, lN Ilolhrn, P Anaýo, 
and J. Lelieveld, 'Saharan Dust in Rrvil and Suriname During 
'ale I arge-scale llnhphcrc- Atmosphere l. apcnmcnt 
in Amazonia (I. BA) - ('o operative IRA Regional L\periment (('I AIRH in March 199K'.. 1. ournal.. / c: erý+l» ei, / 
Research. Vol. 106. No. 1)14, pp. 14,919- 14,934, Jul 27 200 I. 
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SI 
Through breathing, the intimate space of the body is in constant exchange with plants, 
animals and microscopic life forms in vast and distant oceans, forests and deserts. The 
Brazilian environmentalist and scientist Jose l, utzenberger explains that the chemical 
composition of the air is the result of dynamic and symbiotic processes between animals 
and plants: 
To live, plants use a process called photosynthesis, through which the" absorb 
carbon dioxide and deliver oxygen, in the presence of solar radiation. Animals 
when they breath, do the opposite: they use this oxygen and release to the air the 
carbon dioxide which will feed the plants. It is a perfect integration and the 
energy which moves this `carousel' is the light of the sun. A significant detail, 
very interesting, is that the catalyst of the photosynthesis is chlorophyl, a green 
pigment; and the catalyst of respiration is haemoglobin, also a pigment, but it is d' 
red. As it is known, green and red are complimentary colours. 
The complimentary physiological and aesthetic processes in which animals and plants 
feed each other take place through the medium of the air. In the present historical 
period, the air is also a site of intense political, social and economic tensions. Culture 
and nature here are indistinguishable, as human and non-human nature, 'first' and 
`third' world countries, local and global ecosystems, industrial and indigenous cultures 
all affect each other through their exchanges in the air. As the 'Lomborg case' reveals, 
the international debate on climate involves a broad range of complex issues, such as 
43 Jose Lutzenberger. in Gaia. The Living Planet (For a Gentle 14 1'). LAPM I: ditoýrcs. Porto Alegrr. SM, Paule. 
1990, pp. 89-90, (my translation). 
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international laws, policies, institutions and intense disputes bctwccn environmental 
scientists and powerful lobbying groups. 44 
Our initial intention in the air project was to bring together references to the polar and 
equatorial regions, which are two ecologically important sites in the balance of global 
climate. " The juxtaposition of the hot and cold forests of Brazil and Finland bring to 
the foreground issues relating to our contrasting cultural origins, as well as to the 
relations between North and South, nature and culture, science and art, politics and 
aesthetics. The project involved two residencies of one month each in the forest of the 
Koli National Park, Finland, in the Winter of 2001, and at the Ducke Research Station, 
in the Brazilian Amazon forest, in June 200146 
In Finland, Dr. Kellomäki and his collaborators are monitoring the long-term effects of 
global warming (elevated atmospheric CO2 concentration and elevated temperature) on 
the photosynthesis, respiration, growth and biomass of trees in the boreal forest of Scots 
pine (Pinus sylvestris). At the Mekrijärvi Research Station, where they built 16 
chambers with controlled levels of CO2 concentration and temperature, all ofwhich arc 
equipped with various sensors and connected to a network of computers, which monitor 
a broad range of physiological activity of the trees, which are then analysed and 
compared to the development of the controlled growing of the trees outside the 
chambers. 
44 Recently, the scientific consensus on the destructive effect of human activities on the natural environment has been 
challenged by authors such as Lomborg, Dixie Lee Ray and Gregg Easterbrook. amongst others. who arc involved 
with ideologies which work to maintain an unequal world order, and secure the private interests of large corporations. 
45 Mark Dion, amongst other artists, has also explored this theme and dealt with similar issues, which wine 
influential to our practice. 
46 For details on the residencies, please see appendix II. 
82. Fxpcrimcntal chamber at Mckrijärvi \ Il' \\ ,., ',. I" 
The trees inside the experimental chambers look like patients in intensive care. with 
their branches and leaves attached to many machines which constantly scrutinise their 
physiology. This was a powerful image, as nature is actually in need of treatment. The 
chambers create artificially what might happen at a large scale, in a fcwww years, if 
measures to prevent global warming are not implemented. This is an ongoing project, 
with many further studies still to be done, but an evaluation of results gathered so far, 
reveals that with a greater concentration of CO, levels and higher temperature, trees 
grow at a much faster rate and need double the amount of water than the control trees. 
The consequence of this can be serious draughts, even in a country like Finland %% ith its 
current wealth of water resources. This is a brief explanation of their research, but the 
enormous quantity of data they are collecting through a systematic methodology, and 
their subsequent analysis are of vital importance to the debate I referred to previous-i". 
as material evidence on the possible impact of climate change on the planet at large. 
In the Amazon we joined INPA scientists in their fieldwork trips to various research 
stations. In one of these trips we met the Brazilian scientist I)r. Jean Pierre Ometro, 
who is doing research on the carbon cycle of the Amazon, a project under the umbrella 
of the I, BA - Large Scale Biosphere-Atmosphere Experiment in Amaninia. 1' the I . IiA 
is an international multidisciplinary research project which investigates climatological, 
ecological, hiogeochemical and hydrological aspects ot'the Amason forest and its 
interaction with the global ecosystem. ''ft 
. A" \, ýý,. , .ý.. .. 
Dr. Antonio Nobre, one of the main coordinators of LBA, showed interest in 
collaborating with our project, as he regarded interdisciplinary exchange as a way of 
contributing their specialist knowledge on ecology and environmental issues to the 
discussion of such issues in other fields. Dr. Antonio Nobre, has a passionate way of 
talking about biology, which was very inspiring for us. With reference to the I, BA 
project, Dr. Nobre was concerned with the social dimension of the scientific research 
for the sustainable development of the region and needs of the local communities, as 
well as with its ecological importance to the global climate. Ile provided us with some 
47 According to LBA, the project is endorsed by the World Climate Research Program (W(, RP) as part of the Global 
Energy and Water Cycle Experiment (GEWEX) and the International Satellite Land Surface Climatolog, Project 
(ISLSCP), and by the International Geosphere-Biosphere Programme (IGBP) through its core project 13iospheric 
Aspects of the Hydrological Cycle (BAHC). LBA has been supported by IGBP core projects International Global 
Atmospheric Chemistry Programme (IGAC) and Global Change and Terrestrial Ecosystems (GCTF ). by (TNES('(7s 
International Hydrological Programme (IHP), by IGBP core project Land Use and Cover Change (L1 'CC) and the 
Human Dimension Programme (HDP). The Inter-American Institute for Global Change Research (I Al) supports the 
inter-Americas dimension of LBA, and has been building its long term research program around the i-. %tjc% which are 
of utmost relevance to the LBA objectives. 
LBA is on its way to becoming the first project to he supported hN all 
three major research programmes concerned with global, climate and environmental change. notably IGBP. W('RP 
and HDP, as one of their main activities. For 
further information visit the LBA %ebsite hup: 1ha. cp4ec. inpc hr 
48 LBA website http: //Iba. cptec. inpe. br 
radar and satellite images ofthe Ana/on which hccanic incorporated in a photo cs%ay4° 
and as a part l)f all installation. 
K>., 8U. &- 87. Radar imagr, oI ow \n,.,;, n 
('ourtes) ut NASI): \ \11 II 
The radar images of the Amazon region are like 'rcadN-made' artwworks, not in the sen., c 
of aesthetic indifference, but as unaltered täund-objects, turned into art hý the authoritN 
49 
asikainen&macedo, 'air', Journal of 1'isual Culture, volume 2, number I. April. 2003, Sagge Publications, pp 73 
82. 
of'the artist to designate them as art, in a I)uchampian gesture. When allegorically 
appropriated and retlºnctioned as part ofartworks, their formal and conceptial teauth 
becomes highlighted. In the new artistic context it tension is created between the 
aesthetic quality ofthe images and their previous function as a means ofsurvcving and 
documenting activities taking place on the ground. The ambiguity created, opens the 
imagery to poetic and metaphorical interpretations. 
The aerial views of the vast forest and rivers look like samples of body tissue vi ' cd 
under a microscope lens. Rivers evoke the idea of veins and arteries. feeding the flesh 
of the forest with nutritious water. Roads also appear as scars in the silver surface of 
the image. A research assistant from Dr. Nohre's team, told us that he ti It % cry sad 
when looking at these images of roads, which create massive areas of dcfiorestation. ` 
Q 
KK. Radar IRlagr SiIU\\111g arCaN oI Jrlorr>l, lUon , Il llý. l ti ,Il, l, j 
Here the old metaphor of the earth as the female body. a benevolent nurturing mother of 
the pastoral literary tradition, becomes a fragile body in need of medical care. The 
'virgin' forest is violated, to become later, an obsessively scanned, monitored and 
analysed body by concerned scientists who to to yuantitj and prevent the rapid 
50 Projects for road construction in the Ar: uon started in the late 1950s and expanded through the 197(k (vming tip 
large areas of the forest to agricultural development and colonisation projects. 11% the 1980s large cattle rarxhes werr 
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deterioration of its health. Paradoxically, the sophisticated technology used to examine 
the level of damage inflicted on the earth's complex physiology advances at a similar 
rate to the earth's rapid destruction. The ecofeminist scholar Carolyn Mcrchant" 
researching the history of science, has investigated how organismic conceptions of the 
universe changed to more mechanistic ones as science and technology developed in the 
West. Her approach is not an essentialist one, which identifies nature with 'feminine' 
qualities, but she has set the task of deconstructing the woman-nature and man-culture 
dichotomies, revealing that they are socially constructed and part or a. patriarchal world 
view. She argues that the logic of men's domination over wk-omen and nature is part of 
the same ideology. 
Donna Haraway is another important scholar researching natural science, who has 
contributed extensively to the field of STS by bringing a feminist perspective to issues 
of gender, the body and technology in science. Haraway remarks that scientific 
discourse and practice are full of metaphors and richly troped material referring to non 
literal aspects of nature and language. She argues that when scientific material is taken 
as the `real, ' that is, a representation free of tropes, then science becomes fetishized: 
Fetishes make things seem clear and under control. Technique and science appear 
to be about accuracy, freedom from bias, good faith, and time and money to get 
on with the job, not about material-semiotic troping and so building particular 
worlds rather than others. Fetishized maps appear to be about things-in- 
themselves [... ]52 
The mechanically reproduced radar images of the Amazon region can perhaps become 
more easily fetishized than geographical maps, which are mediated by other (more 
established in the region, causing a sharp 
increase in deforestation rates, which stabilized in the early 1990s but 
could start to raise again if plans 
for road networks across the region are realised, according to L13A 
51 Carolyn Merchant, The Death ofNature, Harper & Row Publishers, New York-, 1999. 
52 Donna Haraway, in Modest Witness@Seeond Milenium. FemaleAfan" AfectsOncoAfousc- Feminism and 
Technoscience, Routledge, New York, 1996, p. 136. 
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crafted) means of production. Yet, both radar photography and cartographic techniques 
are produced for specific purposes (conservation in this case), despite their appearance 
of being metaphor-free representations of the physical world. I faraway argues that 
people who work with maps as fetishes do not realize they arc troping in a specific way: 
"[... ] the map-making itself, and the maps themselves, would inhabit a semiotic domain 
like the high-energy physicists' culture of no culture, the world of the non tropic, the 
space of clarity and uncontaminated referentiality, the kingdom of rationality. '" 
Haraway points to the mistake of `scientific fetishists' in not recognizing the tropcd and 
culturally mediated aspect of scientific work. 
This discussion by Haraway on the troped character of scientific practice can be aligned 
with the analogy I make (in chapter 3) between the symbol and natural science, as both 
aspire to directly signify, disregarding the interference of culture in the process of 
signification. In the following paragraphs I examine how the tensions between culture 
and nature are negotiated in a specific research project on climate change. 
Dialogue with Dr. Ometto 
As part of the air project we established a dialogue with Dr. Jean Pierre Henry Balbaud 
Ometto, who is currently developing a post-doctorate research project within the 
umbrella of LBA, entitled: Carbon and Oxygen Isotope Ratio CO? Flux Analyses at the 
soil, Canopy and Landscape Scales, at the University of Utah, Salt Lake City, UT, USA 
in partnership with the Centro de Energia Nuclear na Agricultura, Universidade dc Sao 
Paulo, Piracicaba, SP, Brazil (CENAIUSP). 
Ibid. p. 136. 
I 
Si). Map of Iýr: vil aiid oIlict "UUIh \111, ii,, uý ý0uniric". %N 11h Ow lok . 111"11 of Ow 
cities near I)r. Onuttu's sampling sitcs 
Dr. Ometto's research investigates the causes ofa year-to-year variation in the annual 
increase of concentration of carbon dioxide in the air. The hypothesis t, f hi,, team i, 
based on previous studies which show that 'inter annual variation in the ri"e of (t 
levels occurs despite relatively constant anthropogcnic emissions ofcarbon dioxide 
from fossil fuel burning. Sc The group is researching the causes of these variations, 
investigating the influence of temperature and precipitation changes on the processes of 
the carbon cycle. According to them and other scientists, the carbon rates in the 
ecosystem are controlled by the balance between carbon uptake during photosynthesis 
and carbon loss during nocturnal respiration. 
Sh llhus, they are nreauring the ('(l, 
released by respiration and the carbon isotope composition of leaf'tissue as indicators of 
54 Jean P. H. B. Ometto, et. al., 'Carbon Isotope Discrimination in Forest and Pasture Fcosý stems tit -the Am 
Basin, Brazil', in Global Biogeochemical ('voles. Vol. 16, no. 4,1109, doi: 10.102W9/? OOI 614001 4(2, '(º02. Ch- 
55 Ibid., p. 56-1. 
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seasonal variation, inter-annual changes in environmental conditions and the impact of 
logging and conversion of primary forest into cattle pastures. 
They explain that the measurement of carbon isotope of leaf and atmospheric CO2 
samples can provide information that integrates important plant physiological 
characteristics spatially and temporally. These are important `fragments', because 
through their analysis they can extend their reflection and calculations to the totality of 
the ecosystem: 
[... ] because of high species diversity and large stature of tropical forests, it is not 
possible to combine measurements of all the component processes and species 
into analyses of ecosystem function because of the consequent complexity. 
Rather, it is necessary to focus on important synthetic properties or processes that 
are understood in a precise manner at one scale, but which can also be extended to 
larger spacial and temporal scales without loss of information. '" 
Because it is impossible to grasp the totality of these complex processes, they carried 
out a systematic analysis of selected fragments, which, similarly to the concept of the 
Romantic fragment, the fragments are a part, that paradoxically presents, the 
unpresentable totality. In this way their scientific work can be regarded as an allegory 
of the forest ecosystem, it is an interpretation or representation of a large and complex 
totality which cannot be directly presented. 
Benjamin's theory of allegory points to the history of fragments, and the dialectical 
relation of history and origin. The 
history of the processes: social, political and 
economic conditions involved in the 
framing of nature in the hands of scientists and 
artists is in intimate relation to a remote original `ungraspable' pre-linguistic meaning. 
As soon as a natural element, or an aspect of it is named and described, it acquires a 
be Ibid., p. 56-2- 
57 Ibid. P. 56-2. 
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value and enters in a complex chain of signification, and bccomcs transformed in the 
fluid structure of language. 
The allegorical concept of fragment is applicable to both artwork and scientific practice. 
In Ometto's study, it is clearly impossible to present the whole ecosystem, measuring 
the total amount of carbon dioxide which is released in respiration and absorbed through 
photosynthesis from all plants in the forest. So, the scientists selected a fragment which 
could represent the whole, through various calculations, in order to build an allegorical 
model of the system. The series of theories which supported their hypothesis 
corresponded to the social, historical and collaborative nature of their work, a layering 
of new ideas over existing ones, a palimpsest. The new findings interact with previous 
ones, either confirming them or eroding their statements and leading to new directions 
and the formulation of new theories. It is an endless process of the interpretation of 
fragments, as nature cannot be directly presented in its complex totality. 
The idea of appropriating Dr. Ometto's research material to be part of an installation 
work emerged in our first encounter with him in one of his field trips, at the ZF 2 (one 
of INPA's research areas). He was carrying his suitcase full of air samples from various 
sites in the jungle, collected in different altitudes, times and seasons. We found his 
ideas and collection of air so poetic, and regarded his research material as a fascinating 
work of art. Dr. Ometto had an open attitude to our project and after our initial contact 
in this trip, we established a stimulating dialogue. 
90. Air sample from the Amazon fierest, from I)r. ( )metlo's rcscarch 
The sample of air from the Amazon when presented in the context of all all%%ork call 
assume the character ofa relic, and the scientist's gesture can he interpreted as an 
allegorical attempt to capture an elusive and complex element that is constantly 
changing. Dr. Ometto's sampled material and notes can add an important laver to our 
artwork, by bringing 'real' scientific evidence to it. This scientific fragment is then 
reframed and retirnctioned as art. The doubling ofthe 'realistic' and 'socially 
constructed' nature of the fragment is made more evident, and their dynamic is at the 
core of the piece. The air samples of Dr. Ometto's project will he presented 
accompanied with satellite imagery of the collection sites. 
91. Queimadas (deforestation b} fire)- image of clouds and fire sm k 
MC"1"/INPl /CP'ft? C, Satellite Noaa-12. Date: _' 
1 04 200. State of Amamnas 
Total Imaged : 97 % of the area, of the Imaged Area : 85 °o possible ('lauds 
iI-4 7 92. Image of the Amazon basin from the em ironnºental satellite (jOI ti tic ); \ \ \1(ºI )Iti 
93. Watcr vapour, image lrom tltc cn\ in0ntncntai , ttrIIitr (h )I ý \( )\\ \i( )I )I" 
laii 
Video installations, Notes on Production 
The following considerations about the air video installations relate to the process of 
production and conceptual development of the works. K In January 2003 the two videos 
of the Finnish and Amazon forests were projected for the first time in a gallon space, as 
work in progress for the Experimental Spaces project, at the I lastings Museum and Art 
Gallery. 59 The Amazon video was projected onto a4x6 feet greenhouse, while the 
Koli video onto a flat surface. 
94, (il'CCllIlk) List: with AIlla/0ll \ Idiv p io Ický Iloil, 
., 
(Ii ýý 
The Amazon video was dark and created an interesting visual impact when projected 
onto the greenhouse. The floor inside the greenhouse was covered with a projection 
screen, above which there was a thin layer of water. The glass and the water reflected 
the light of the projection onto the surrounding walls generating a proliferation of 
moving shadows. The moving images and reflections created a luminous 'aura' around 
58 It is perhaps important to note that the air installations are new works which have not yet been finalized. 
So ES2003 Experimental Spaces is a project by the curator Judith Stewart, at the Hastings Museum and Art Gallery, 
Hastings, Sussex. In the Experimental Spaces project, artists are invited to develop work in the gallery. without any 
commitment to present a finished piece at the end of the allocated period. 
So this scheme was useful, because it 
provided space and resources 
for us to develop further the installations from the air project. 
the greenhouse and projected images. In this t'brmal arrangement, the fragility and 
beauty of glass became associated with the idea ofthc vulnerability of the rainfiirest. 
IL 
-. .I,! I 11, 
ilolll V II, I, I1II AIý''' ; üld J)IIýICI'IwII oIIIU I1k' ý'ICii 
In the first rough edit of the Amazon video, we structured the sequence to begin with 
bright clips gradually changing to darker and more mysterious imagery. and ending %%ith 
an enigmatic abandoned building in the Ibrest (filmed at the Ducke research station, 
INPA). In the computer screen, the darker sequences were intriguing and aesthetically 
more appealing than the images of a sunny f 3rest. When projected onto the greenhouse. 
the dark clips became very bland and the bright images worked a lot better, particularly 
the close-ups of plants. Considering these effects, we re-edited the videos, mixing the 
brightly lit sequences with the darker ones, including more close-ups, and keeping the 
camera movement in all of the clips to the same direction. This continuity of movement 
towards one direction was important in maintaining the impression of a flow of circular 
movement. 
The experience of time was also dramatically altered by the spatial presentation of the 
video. When viewed on the flat and small computer screen, the video seemed tcx) long. 
and not very engaging. It was a monotonous sequence of panoramic views of the 
tropical forest, without any sound or narrative. When projected onto the greenhouse. 
the three dimensional space transformed this viev. ing experience completely. The 
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sequence of images unfolding on the screen (on the greenhouse floor), exploded into 
many reflections on the surrounding walls, thereby involving the viewer in a much more 
engaging way. The audience at the Hastings Art Gallery spent a much longer period 
with the piece than we had expected, and returned to the space a few times to walk 
around the greenhouse, exploring various viewing perspectives in the room. The formal 
aspects of the presentation of this work, thus, relies on its reception as a video 
installation, because if the same sequence is seen as a projection on a flat surface or 
monitor, it does not convey the same kind of experience and the content of the work is 
also altered. 
The sculptural structure of the greenhouse not only transforms the visual perception of 
the sequence, but also adds more layers of signification to its content. The framing of 
the images with glass brings back to them their aura, which had been lost through the 
process of mechanical reproduction. 
60 As Benjamin argues, the reproduction of 
imagery through photography and film destroys the aura of the image as a presence, 
which is the space in time that someone experiences an encounter with it. The new aura 
is not identical to the original one, our experience in the Amazon jungle, but is a newly 
acquired aura, an allegorical presence. In the structure of this piece, then, there arc 
these competing contradictory aspects of the loss and recovery of aura through an 
artificial process of reference. The fragmentary sequence of images points to a far away 
site, presenting it, but only incompletely, through mediations and fake strategies. 
The Koli video can also be regarded as an allegory of the vast frozen forest. This video 
creates a contemplative mood, in which the viewer is presented with the slow 
movement of the trees loaded with snow. 
`f, 1 
After the I Listings (iallerv, the Kuli video was also restructured and re-edited. In the 
new sequence, homogeneity o1 colour was kept through the use of clips %%ith image` of 
misty days, and the editing out of all Rootage of colourful sunsets and blue skies 
Another important editing decision was the exclusive use of still camera footage, so that 
all of the clips with camera movements were cut, such as 'in' and 'ouI' moms, clusc 
ups and panoramic views. The only movement letl in the hole video was the 
movement of the wind on the trees. 
tr 
98. l` 99. 
KUl I \1191 st lI I\ 
In a text written in collaboration with Ilenna, for an exhibition prolxosal. %%c articulate 
our reflection on the Koli video: `The Koli forest video shows the dramatic 
transformation of the landscape by the accumulation of snoww, which evokes a feeling of 
unreality to the tootage that we have explored. The magical. täirý tale landscape %k ith 
slowly moving trees overloaded with heavy snow creates an uncanm atmosphere. I he 
sequence consists of series of'still camera tiootage. emphasising the movement of the 
trees and subtle changes of light in the landscape. '`' 
The Koli video is to be projected onto a free-standing %%hite %%all. in order to gi%e it a 
stronger sculptural presence. Through ºarious pieces. ººe ha%e sought to explore the 
BO Please refer back to the discussions on Benjamin's concept of 'aura' and his writings on film and phixograph) in 
chapter 3. 
61 Extract from exhibition proposal for Phl) final show, h) Asikainen & Maccdo. Mash `wit 
relation of the physical space of the exhibition and the space of the video. and in the 
case of the Koli tbrest video, a projection at it cinematic scale is the most appropriate. 
This is because a large projection adds to the sense of monumentalit\ and vastness of 
the space within the video sequence. The size of the projection also affects the 
perception of another aspect of the work, which is the movement of the trees. I he 
larger the scale of the projection is in relation to the body of the vie%%er. the more 
perceptible the subtle movement of the trees becomes. If the person stank in front of 
such a large projection of'a moving landscape tier a long period of time, it in, dº'turI) 
the sense of balance of the body. 'I'hesc phenomenological aspects of the projection 
with its surrounding space are crucial in installation art. (as discussed in Chapter 4). aml 
were articulated by minimalist artists. In this piece. the free standing %khite `%%all' i' like 
a piece of-minimal sculpture, Hhich is turned into the support for video art. 
100. Installation plan ti0r Koh % i. iro 
The perception of time in this sequence is in stark contrast %% ith the dý namic aspect of' 
the Amazon video. The slow pace of the cold torest movements has an efi-ct of 
`slowing down' the viewer, encouraging introspection and it mcxxi of quiet 
contemplation. We have sought to translate the sense of immensitf that w+we felt %% hen 
looking at the vast landscape of frozen moving trees, %k [tile standing at the lop of Koli 
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Hill. 62 Gaston Bachelard beautifully describes this feeling of immensity and stillness: 
`Immensity is within ourselves. It is attached to a sort of expression of being that He 
curbs and caution arrests, but which starts again when we are alone. As soon as we 
become motionless, we are elsewhere; we are dreaming in a world that is immense. 
Indeed, immensity is the movement of motionless man. It is one of the dynamic 
characteristics of quiet daydreaming. ' 
63 
Here the inside and outside spaces become connected through an aesthetic engagement 
with the landscape. This subject-object relation is an area extensively explored by 
Romantic painters and poets, and brings us back to the allegory and symbol discussion. 
Allegory and symbol are two sides of the same experience, as there is an `inherited 
typology' from the tradition of artistic representation of nature, but there is also a level 
of immediacy in the lived experience, and an element of both is present in this work, 
and in all works as Orton has argued Allegory is most helpful in the research and 
articulation of the thematic and discursive aspects of this inherited history of the 
representation of nature. In this installation there is a Romantic influence, which comes 
through in the desire to present the unpresentable totality of our experiences in the 
freezing landscape. This desire is frustrated by the artificiality of the mediating 
strategies, involved in the framing, selection and editing decisions in the construction of 
the work. But when it comes to the aesthetic experience of the work, the desire and 
emotions involved in the process also play an important role in the reception of the 
work. A phenomenological approach seems most fruitful in the engagement with the 
images, their scale and delicate movement, their formal and aesthetic aspects. Allegory. 
02 Koji Hill is a place of geological and cultural importance in Finland as it became a symbol for Finnish national 
identity through the work of Romantic 19th century Finnish artists, writers and composers. The site is also 'say 
important for tourism, which is the main economic activity developed at the Koji National Pardo. 
a3 Gaston Bachclard, The Poetics of Space, trans. Maria Jolas, Beacon Press, Boston, 1994, p. 194. 
04 See section `Allegory and the Avant-Garde' in Chapter 1. 
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as a double structure of antithetical ideas, allows room for these two aspccts - 
convention and expression - to exist, independently, and at the same time to be 
intrinsically connected. 
The slow movement of the trees, the scale of the projection, the stillness of the camera 
and the lack of narrative all contribute to the creation of such a contemplative mood, 
pushing the boundaries between video and painting. Walter Benjamin observes the 
difference between the reception of still and moving images: `Let us compare the screen 
on which a film unfolds with the canvas of a painting. The painting invites the spectator 
to contemplation; before it the spectator can abandon himself to his associations. 
Before the movie frame he cannot do so. No sooner has his eye grasped a scene than it 
is already changed. It cannot be arrested. '65 The constant change of images in film 
usually interrupt the viewer's thought processes, but in this video the movement is so 
slow that it behaves like a painting, without having the permanence of painting. Thus, 
contrary to the fast rhythm of consumption of moving images to which contemporary 
viewers are accustomed, the Koli video is close to a large painting, inviting the viewer 
to an aesthetic experience and allowing room for the projection of his or her thoughts 
through the unfolding of the sequence. 
The ambiguous status of the installation with reference to the reception of painting, 
minimalist sculpture and video art, destabilizes the boundaries of traditional artistic 
categories, shifting the focus from-medium specificity to the idea of site-specificity. 
Rosalind Krauss has written about this move, associating the practice of installation 
with the emergence of a'post-medium condition' in art: 
as Walter Benjamin, 'The Work of Art in the Age of Mechanical Reproduction', in 111umt unionr, op. cit.. P. 231. 
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Whether it calls itself installation art or institutional critique, the international 
spread of the mixed-media installation has become ubiquitous. Triumphantly 
declaring that we now inhabit a post-medium age [... I 
Although the artwork is to be presented in an art gallery context, it engages with two 
sites of crucial conceptual and aesthetic importance for the work, through the medium 
of video, and can be regarded as a site-specific work in relation to James Meyer's 
concept of the functional site (referred to in Chapter 4). It is in the 'neutral' gallery 
space that the two sites are juxtaposed in order to highlight their intrinsic connection 
through the air and global climate, despite their differences. The two geographical sites 
stand in allegorical opposition to one another in the dynamic balance of the earth's 
ecosystem. 
The contrasts between hot and cold forests, dynamic and contemplative moods, formal 
and discursive qualities, symbolic and allegorical, aesthetics and politics, are all 
contradictory perspectives which constitute the dialectical dynamic of the work. The 
two videos are like fragments in an early Romantic text, independent yet related to one 
another. Each fragment has in its structure its own conflicting dynamic of antithetical 
ideas, and when taken in relation to one another, they also function antithetically. 
'The Inherited Typology' 
The greenhouse effect is the most obvious association with the greenhouses, and is one 
important layer of meaning associated with the work. But greenhouses have also a rich 
semantic chain associated with its glass structure, one of them is related to the great 
ea Rosalind Krauss, in A Voyage on The North Sea: Art In the Age of the Pau-mr hum ConJ #on, Thoma &1in, 
London, 2000. p. 20. 
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impact they had on architectural developments of the 19th century. Benjamin explored 
the influence that glass had in this architecture and its association with consumption and 
collecting in modern industrial society. In The Arcades Project, he notes that the 
monumental iron and glass structure of the Crystal Palace built in London for the 'Great 
Exhibition of the Works of Industry of All Nations', in 1851, was designed by a 
gardener, Joseph Paxton. In this book, Benjamin shows how glass is used to transform 
mass produced commodities into fetish objects in international industrial exhibitions, as 
well as in Paris arcades shop windows. Thus, the greenhouse becomes associated here 
with consumption and the advertising of commodities. 
Celeste Olalquiaga was greatly influenced by Benjamin's allegorical theory in her 
research on Victorian society's obsessive interest in collecting nature. She explores the 
use of glass by Victorians, noting that it was a material largely used to artificially 
recreate nature in aquariums (according to her, a national fashion during the 1850s and 
1860s), terrariums, cabinets of curiosity and artificial grottoes. Nature became a relic 
under protective glass cases, as she argues: 
The Victorian penchant for collecting live or "natural" matter such as flowers, 
insects and shells made relics out of things whose value emanated from their 
intrinsic relationship to life, instead of being derived from a transcendental 
symbolism like the one ascribed to saint's remains. Nevertheless, there were 
certain elements of symbolic signification that were retained, however 
transformed. Their preservation in glass cases, for example, was meant originally 
to guard relics from any external intrusion. Capable of being seen, but not 
touched, sacred relics gained the added prestige of physical distance which, 
together with the translucency and brittleness of glass, created such a strong 
ethereal aura that glass casing became an essential part of their presentations'? 
With the rapid industrialization and development of science and technology, objects of 
nature became part of a nostalgic past, which were preserved as sacred relics in natural 
history museums and private collections, as argued in the previous Chapter. 
67 Celeste Olalquiaga, The Artificial Kingdom: a Treasury of the Kitsch Expcricnce, op. cit., pp. 32.33. 
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The large Victorian greenhouses at Kew Gardens arc another example of this desire to 
recreate and display the `wonders of nature' in beautifully constructed glasshouses. The 
building of botanical collections was carried out in the midst of colonial expansion and 
exploitation of `foreign exotic' lands. The development of science in this context, 
played various roles, with important economic gains for the British Empire, through 
questionable and hardly neutral means such as 'biopiratical' practices ba This relation 
between politics and Western scientific developments has been recently explored by 
postcolonial science and technology studies scholars. Ziauddin Sardar argues that the 
conventional Western history of science has systematically denied the achievements of 
non-Western cultures, dismissing them as superstition, myth and folklore, while 
portraying European civilization as a self-generated culture. Sardar points to the fact 
that many scientific traditions were integrated into Western sciences without 
acknowledgement: `through conquest and colonization, Europe appropriated the 
sciences of other civilizations, suppressed the knowledge of their origins, and recycled 
them as Western. '69 This allegorical appropriation of other culture's knowledge is the 
focus of much recent debate amongst postcolonial critics of science. They explore the 
relation between colonialism and neo-colonialism within the 'progress' of Western 
science, and some authors have, according to Sardar, sought to re-establish the value of 
non-Western knowledge, such as traditional Islamic, Indian and Chinese sciences. 
One famous example that Brazilians never forget is the smuggling of the Brazilian rubber tree, by the British 
naturalist Richard Spruce (1817-1893). Spruce collected seeds Which acne cultivated at the Kew Gardens 
herbarium, and later formed large plantations in the British colonies in the Far Eat. Still today these lurid monopoly 
over the world's rubber supply as thcy have done since the end of Brazil's rubber boom from 1870 to 1910. This lad 
to the economic decline of Manaus and Brazilian export of this natural resource. The problc m or'biopiracy' is still a 
threat to the sustainable development of the region, which has led the Brazilian go crnmcnt to pass strict regulations 
on research in the area of botany. Another example of cultural and economic conflict related to scientific research is 
the case in which some North American scientists tried to register a patent of a sacred plant known and used by 
shamans in the Amazon tribes for hundreds of years. 
°e Ziauddin Sardar, Thomas Kuhn and the Science Wars, Icon Books, Cambridge, 2000. p. SI. 
270 
The culture and nature polarity is also associated with greenhouses and was explored in 
The Greenhouse Effcct70 exhibition at the Serpentine Gallery, which brought together 
the work of sixteen contemporary artists71 who deal with the representation of nature. 
In the catalogue text, the curator Ralph Rugoff makes reference to the projects of the 
19th century architect and naturalist Frank Stainbridge (1776.1860) who built 
monumental greenhouses to shelter a collection of natural specimens mixed with 
artificial plants. Rugofuses Bruno Latour's concept of the hybridity of nature-culture 
to examine the contemporary art and natural science encounters, making parallels with 
Stainbridge's endeavour. Rugofalso cites interpretations of Stainbridgc's work by a 
contemporary scholar, Dr. Gassblau: 
[... ] by commingling products of human labour and cultivated specimens, 
[Stainbridge] went beyond the truism that `nature' is a cultural intervention. His 
two greenhouses demonstrate a more profound insight: that our whole idea of 
`culture' is itself a fiction that depends on our first bracketing ofT'a transcendent 
entity we call Nature, an inviolate order separate from all human industry... In 
sharp contrast, Stainbridge's oeuvre offers us the model of hybrid `natura- 
cultures' that fluidly trespass all such rigidly defined tcrritorics. 72 
Gassblau locates Stainbridge's collection of artefacts and plants within the historical 
transition from cabinets of curiosity to modem natural history collections, in which the 
natural becomes separated from the cultural. 
Thus, the use of greenhouses in the air video installation, engages the work with all 
these related meanings. Under the glasshouse, the world's largest tropical evergreen 
forest becomes a delicate and fragile relic, a nature-culture hybrid fragment, surrounded 
by a complex web of political, economic, ecological, artistic and aesthetic issues. 
70 ? be Greenhouse Effect, Serpentine Gallery. London, 4 April " 21 May 2000, curated by Ralph Rugoffand Lisa 0. 
Cor im 
71 included in the show were: Rachel Bcrwicl, Michael Blazy, Mai Collishaw, Marl Dion, Olafur Diasaon. Ccrith 
Wyn Evans, Tom Friedman, Anya Gallaccio. Rodney Graham, l lenrdc l lakansson, Tim I la kinson, Nina 
Kaichadourian, Tony Matelli, Roxy Paine, Yutaka Soot and Yoshihiro Suda. 
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Conclusion 
In this Chapter on air I have been interested in finding out how an and science 
collaborations are established, how they develop and what kind of results arc generated 
from this encounter. This is a very open question that becomes manageable through the 
consideration of individual works, as I have done when addressing the art & science 
dialogue in the projects by Mark Dion and Cornelia Hesse-Iloncgger. In the air project 
we extend our collaborative practice to work with INPA and Mekrijärvi researchers. In 
relation to this specific experience, there are some remaining questions: how did the 
collaboration start? What did artists and scientists expect from it? What was the impact 
of art on science and vice versa? 
The idea of a collaboration emerged out of our initiative. Before we even met the 
scientists, we had already spent a great deal of time, working and developing the outline 
of the project and finding funding for the trips. The residencies were really like 
`exploratory surgery', we knew there was something there that we wanted to find, but 
before `opening the body of the patient' we did not clearly know what it was. Through 
the journey we met the scientists, explored the places and had ideas for the work. 
Although we had contacted many researchers in advance, it was only when we set foot 
in the forests that fortunate encounters and coincidences shaped the outcomes of the 
project. When we met Dr. Ometto, he did not seem to have any expectations 
concerning how our project could benefit himself. Rather, his attitude was a very open 
and curious one, as he had not thought about engaging in this kind of exchange before. 
On our side, we had two general areas of interest: we wanted to have access to the 
sophisticated technology and imagery developed by scientists, and were very interested 
72 The Greenhouse Effect cxhibition cataloguc, 2000, p. 30. 
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in the content of their work on climate change. When we learned about Dr. Omctto's 
research and the LBA project, we started having clearer Was about how it could be 
linked to the Mekrijärvi project and appropriated in the production of the installations. 
Thus, in this case, the collaboration started, was structured and developed because of 
our interests. We have benefited from the contributions of the scientist's work in tarns 
of imagery, materials and ideas, which we were free to manipulate and use for our 
purposes. In this sense I do not know if this dialogue can be considered a genuine 
collaboration. Collaboration is a two-way relationship, and perhaps if we had been in 
different circumstances, it could have matured into a real exchange. Through our work, 
the scientific research quoted will circulate in different contexts from those in which 
they would normally relate, so this is our contribution to them. When the scientific 
material entered an art environment, it still carried its previous history, but also gained 
other meanings. Thus, art was not a mere carrier of a scientific message, but 
transformed its content in the process, opening it to greater social and political scrutiny. 
Here the understanding of the logic of the fragmentary presentation of the unpresentable 
becomes illuminating. Ometto and collaborators sought meaningful fragments which 
carry the potential for a wider knowledge of the whole system. Through socking these 
incomplete parts that can present the whole, they built their theories. Thcrc is a 
fragment of the `real' world, which enters into a complex relation to a variety of texts, 
theories and hypotheses (socially and historically constructed), acquiring new meanings, 
which transform its original (undefined) value. As we saw in the `science wars' 
discussion, STS scholars are concerned with deciphering these layers of meaning 
accumulated in the `fragments of nature', examining to what extent the new contexts 
change their value and in whose interest. Natural scientists, such as Sokal, still arc very 
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attached to the reminiscent reality of the fragment and its claim to present the whole, 
and this is similar to the attempts made by the late Romantics to suppress the allegorical 
aspects of the process of representation of nature, which frame the `essence' of 
immediate experience. 
The appropriated fragment of nature by Dr. Ometto, the air samples, traveled once again 
to another context, to that of the artwork. The empty looking glass appears to contain 
nothing, yet the invisible element is as elusive and volatile as is its meaning. When 
recontextualized into the artwork, it acquires new signification, adding another layer to 
the already multi-layered text it generates in a scientific context. Framed as art, the air 
sample becomes a precious relic, acquiring an `aura', as if it were a treasure, a sample 
of purity. The residue of the tropical rain forest becomes fctishized. Ironically it 
contains the air respired by the forest, the abundant and problematic CO2. The satellite 
imagery which accompanies the air sample indicates the site where it came from and 
makes a comment on the surveillance role of technology, as well as acting as a link 
between the sample, its collection site in the landscape and the gallery space. The `non- 
site' of the art gallery is in a dialectical relation to the Amazon jungle, through the 
mediation of artistic and scientific works. Here, I refer back to Robert Smithson's 
dialectical notion of non-site and site mentioned in Chapters 1, and Meyer's idea of 
functional site and nomadic practice, discussed in Chapter 4. 
The video of the Amazon framed by the greenhouse, also brings various historical 
associations with it, as I have discussed. Through formal and structural procedures in 
the presentation of the Amazon video in the installation, the scientific theory of the 
greenhouse effect is mixed with references to colonialism, mass-consumption, cultural 
values, the desire to reproduce and control nature, in a rich intcrtextual fabric of 
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accumulated meanings which is characteristic of allegory. The video of the Koli 
landscape also presents a fragment of the vast frozen forest, which was selected out of a 
wider context artificially reproducing the original natural site to create a contemplative 
context for its reception. This may be criticized as a Romantic desire to be in solitude, 
in an a-cultural and a-historical communion with nature. This aesthetic 'intoxication' 
reflects the desire to reproduce our 'first hand' experience of the site (which is 
inevitably informed by culture), is in sharp contrast with the political and economic 
issues around this framing of the natural, and is part of the antithetical movement of 
allegory. The cultural filters which mediated our perception and the technological 
medium used, together with other various frames of reference, are all part of the 
experience. The point the work makes is that there is no need to have a 'dictatorship' of 
the political over the aesthetic, the cultural over the natural, for a work to be ofcritical 
importance. The contradictory aspects are sometimes indistinguishable and can coexist 
in a work. These installations bring Romantic sentimentality in contrast with the harsh 
aspects of our dealings with nature. The appreciation of natural beauty in art is often 
associated with conservative ideology, as if the aesthetic were necessarily always 
alienated from political and social concerns. In this work they arc both linked to one 
another, in a vibrant dynamic. 
The blurring of boundaries between aesthetics and politics, art and science, culture and 
nature are part of Jose Lutzenberger's approach to science. The rigour of his scientific 
work is not compromised by his political activism or metaphysical beliefs, in fact, they 
are all merged into a pantheistic and contemplative approach, which confirms some 
predictions by Santos about the emergence of a new paradigm in science, where the 
culture and nature divide is dissolved. This brings my reflections in this Chapter to an 
end, and I will do so with Lutzenberger's inspiring words: 
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Life will never be understood in terms formulated by Descartes, who saw in living 
beings, except humans, simply machines, automatons. There arc too many 
biologists but a lack of naturalists. The difrercncc between a conventional 
biologist (only scientific) and the naturalist, is in worship. To the naturalist, 
nature is not the simple object of study and manipulation, it is much more. It is 
something divine - we are not afraid of this word -, it is sacred, and us humans 
are only part of it. Thus, the attitude of the naturalist can never be one of 
aggression, domination, spoliation. The naturalist seeks integration, harmony, 
preservation, care, aesthetic contemplation. 73 
73 JosE Lutzenbcrgcr, in Gal4 The Living Planet (For a Gentle 11 Q)), op. cit., pp. 93-94 (my transluion). 
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Conclusion 
Throughout this research I have been concerned with disentangling the complex relation 
between contemporary art and natural science with society, in relation to the 
representation of nature. Allegory has proved a useful tool for artists to deal with the 
antithetical aspects of this interdisciplinary field, such as social construction and 
realism, subjectivity and objectivity, aesthetic appreciation and scientific observation. 
In applying Benjamin's theory of allegory to the art, science and nature debate, l have 
demonstrated that such polarities must be understood as part of a dialectic dynamic, or 
as de Man has shown in literary criticism, their differences need to be deconstructed, 
but, in both approaches each term tends to dissolve into its opposite, and they cannot be 
taken apart. 
In relation to the dichotomy of art and science, I have made reference to the gradual 
dissolution of their boundaries, showing how each category is now defined more by 
their social institutions and discourses than by foundational or intrinsic differences. Yet 
their result is different as are their aims and sometimes methodologies of work. The 
work by the artist (or scientist? ) Cornelia Hesse-Honegger, for example, stands in this 
blurred area, as it is difficult to dissociate its artistic value from its scientific content. 
Her work could be considered as a dialectical dynamic between painting and conceptual 
art, as it can be regarded as a rigourous piece of conceptual art, despite its blatant visual 
appeal and aesthetic quality. The realistic depictions of mutated plants and insects 
function as harmonic paintings, with a'clinical' and sophisticated formal presentation 
of the animals portrayed. The texts added to the images, with scientific information 
about the species, with maps and place of collection, point to a web of ecological, 
political, social and historical issues which frame the images. Considering Meyer's 
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concept of functional site, her paintings function as site-specific works, as cacti image is 
related to a particular site, and their meaning is associated with its nuclear pollution. 
Thus, Hesse-Honegger's work presents these ambiguous qualities as simultaneously art 
and science, painting and conceptual or installation art. 
Conceptual art is perhaps the most iconoclast of all postmodern practices which 
emerged in the 1960s. It can be argued that conceptual art is the moment in post-war art 
history in which art becomes closest to natural science, ' as a rcprcscntativc of 
positivism in contemporary art, as Buchloh argues: 
Paradoxically, then, it would appear that Conceptual Art truly became the most 
significant paradigmatic change of post-war artistic production at the very 
moment that it mimed the operating logic of late capitalism and its positivist 
instrumentality in an effort to place its autocritical investigations at the service of 
liquidating even the last remnants of traditional aesthetic experience. In that 
process it succeeded in purging itself entirely of imaginary and bodily experience, 
of physical substance and the space of memory, to the same extent that it effaced 
all residues of representation and style, of individuality and skill. 2 
Thus, the shift of focus from object based art, subjectivity and expression to linguistic 
statements and institutional critique, as a consequence of Marcel Duchamp's work, was 
taken to its limits by conceptual artists such as Joseph Kosuth, British artists associated 
with Art&Language, amongst others, through their extremist anti-visual rhetoric. Their 
lasting impact in contemporary practice is still felt in the anti-aesthetic discourse of the 
articulators of postmodernism such as Benjamin Buchloh, Craig Owens (Chapter 1). 
and their influence on the arguments of Martha Roster on the aesthetics and politics 
dispute in video art (Chapter 3), and James Meyer's 'lyrical' and `critical' distinction in 
the discussion of site specificity and 'nomadic' practice (Chapter 4). The emergence of 
' Benjamin Buchloh remarks that Joseph Kosuth follows Wittgenstein's logical positihism and analytical philosophy 
in his formulation of conceptual art, in which art is definod as an'anal)lical proposition. ' Benjamin Buchlok, in 
`Conceptual Art 1962.1969: from the Aesthetic of Administration to the Critique of Instittaiom', in Cvmvptwrl Art: 
a Gitical Anthology, ed. Alexander Alberro and Blake Stimpson, op. cit.. p. 521. 
2 Ibid. pp. 532-533. 
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ambiguous practices which explore both visual and conceptual aspects of art is felt as 
retrogressive and is lamented by Buchloh: 
[... ] the Enlightenment triumph of Conceptual Art - its transformation of 
audiences and distribution, its abolition of object status and commodity form - 
would most of all only be short-lived, almost immediately giving way to the 
return of the ghostlike reapparitions of (prematurely? ) displaced paintcrly and 
sculptural paradigms of the past. So that the specular regime, which Conceptual 
Art claimed to have upset, would soon be reinstated with renewed vigour. Which 3 is of course what happened. 
Such negative attitudes towards visuality arc the result of the reinstatement of the binary 
of allegory and symbol, as argued in Chapter 1. The lineage traced from Gail Day, Fred 
Orton, and de Man, back to Benjamin and the German Romantics, addresses the 
necessity of keeping the dialectics between the symbol and allegory open and 
functioning, instead of closing it down by privileging one of the sides. 
This understanding of the dialectics between the symbol and allegory, expression and 
convention, commodity and autonomy becomes crucial for the production and reception 
of art which engages in collaborative projects with other disciplines, in the case of this 
research, those in the field of natural science. In order to avoid a mere instrumental role 
for art, as disseminator of scientific ideas, art needs to be considered in broader terms. 
According to Adorno, it is the aesthetic aspect of the experience of art and the 
impossibility of fixing its meaning, that makes it relatively autonomous, and resistant to 
the instrumental logic of capitalism, because the artwork has no use value, and is 
paradoxically described by Adorno as the absolute commodity discussed in Chapter 5. 
If art is to remain critical, it needs to allow some degree of autonomy for the production 
and reception of art, as part of its dialectical relation to the art market and institutions. 
3 Ibid. p. 533. 
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Miwon Kwon and Buchloh have identified the problem of the `proletarianization' of the 
artist and commodification of art practices, when they refer to the `aesthetics of 
administration. ' They note that artistic interventions arc turned into a kind of `critical 
service' to be offered as a package to enhance the 'self-critical project' of 
commissioning institutions. In doing this, initially subversive practices arc absorbed 
and institutionalized loosing their critical power. This is a considerable problem for 
installation artists and "project-based' practices, and artists have to be aware of such 
pressures and negotiate their ethical and artistic concerns in each situation, in order to 
keep the process of production independent from such constraints. This is part of the 
Adomian dialectics of the contradictory aspects of artworks as both a commodity 
(dependent of social institutions) and a critical medium of reflection (provider of an 
autonomous experience). 
The institutional critique which was part of the project of conceptual art and continuos 
to inform contemporary practice, specially in installation art, marks a shift from a 
discourse of taste to one of power and politics, as Buchloh remarks: 
Just as the readymade had negated not only figurative rcprescntation, authenticity, 
and authorship while introducing repetition and the series (i. e., the law of 
industrial production) to replace the studio aesthetic of the handcrafted original, 
Conceptual Art came to displace even that image of the mass-produced object and 
its aestheticized forms in Pop Art, replacing an aesthetic of industrial production 
and consumption with an aesthetic of administrative and legal organization and 
institutional validation. 4 
Installation art and project-based practice engage sith such institutional critique as 
Kwon, Krauss and Meyer have investigated, as I argued in Chapter S. With rcfcrcncc to 
their theoretical articulation of installation and site-specificity, I stressed the point made 
by Kwon, that the discursive and institutional aspects of installation art arc intrinsically 
connected with its phenomenological aspects and subject to architectural contingencies. 
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The dynamic between such aspects are intertwined in the artwork and site where it 
intervenes. Both the aesthetic apprehension of the formal presentation of the work and 
its discursive aspects are part of its message, as I demonstrated in the discussion of the 
video installation the first mild day of March. If art criticism insists on prioritizing one 
level of interpretation in order to fulfill its own agenda (priority of allegory over 
symbol, of postmodernism over modernism, of textual over the visual), then, the 
suppression of aesthetics is clearly not in the artworks but in the criticism. Allegory 
points to the ambiguity, indefinition, ungraspability, illegibility of tlhe antithetical 
dynamic between these polarities, and if postmodernist discourse is based on the 
inversion of the binary, then it is incoherent and contrary to allegory and deconstruction, 
as Fred Orton has argued (Chapter 1). 
In video installations of the 1990s to the present, aesthetics re-emerges with an 
emphasis on both the aesthetic and political aspects of art. This mixture can be 
regarded as an expansion of the limits of art in conceptual art, suspending the 'ban' on 
the visual experience. In combining the visual with conceptual elements of practice, 
installation artists have explored the textual aspects of images and explored the power 
of the aesthetic also as a critical tool. This approach breaks with the totalitarianism of 
instrumental rationality in conceptual art, and creates more room in art for poetics. 
The installations produced in the air project developed within a specific historical, 
political, and socio-economic context, and are a response to it. By bringing rcfercnces 
to two geographically and culturally contrasting sites together, the work creates a space 
for reflection on the impact of such cultural relations to these natural environments. 
The contemplation of the beauty of these forests can lead the viewer to reflect on the 
4 Ibid. p. 520. 
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greed and unprecedented power of large corporations, private interests and an unequal 
world order which threatens the existence of such wonderful places and the variety of 
life forms which they harbour. The quiet atmosphere created by the work provokes a 
quality of engagement with the imagery presented, which allows room for such 
reflection. Aesthetic contemplation here becomes critical, and a much needed 
experience for the modem or postmodem citizen of large industrialized societies to 
rethink the impact of the current system on the natural world. 
Fineman's critique of allegory points to the necessity of the allegorical structure to be 
kept as a dialectic or endless deconstructive dynamic, otherwise it can be turned into an 
empty signifier disconnected from a social and historical context, making it close to the 
a-historicity of the `essence' of the symbol. In the art, science and nature debate, this 
dialectical dynamic also becomes of crucial social and ecological importance, because 
the realist and social construction polarity, needs to be conceived as a double, without 
bias to any side if we are to grasp the complex reality of the natural and cultural world 
in which we live. It is true that we can only have access to nature through culture, but 
without the physical materiality of nature, culture cannot exist. Foucault demonstrates 
that it is only through the `imposed grid' of language that nature can become visible. 
Yet, in Foucault's understanding of `social construction, ' he also recognizes the 
existence of a `realist' or `inner' order of things, which can be manifested in the 
intermediary spaces between language and nature. The installation the first mild day of 
March explores the intermediary space between the animals and their name, in which 
such `unspoken' or pre linguistic order can manifest itself, as Foucault has argued. The 
work also makes reference to the historical aspects associated with the I lancock 
Museum as a 19th century institution: the Romantic view of nature contrasts with the 
objective language of scientific classification, confronting the pre-modern, mythical 
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concept of nature with the post-industrial one which marked that historical period and 
still has an influence on the current concept of nature. 
The criticism leveled at the dogmatism of science by Adorno and I lorkheimer, followed 
by Kuhn, Morin, Santos, and STS scholars with regards to its epistemological, political, 
military and commercial aspects offers an important balance to the disproportionate 
social power (as a beholder of a superior 'truth') that science has in contemporary 
industrial societies. Their work contributed to the perspective of the social 
construction' of nature and challenged the'realism' and claims to neutrality and 
objectivity of science. In their counter-arguments to such realist claims, they promote a 
paradigm shift from the hegemonic model of natural science to one of the humanities. 
It is important to break the hierarchy between the distinct disciplines and'secularizc' 
knowledge as Fuller proposes. Yet it is also vital to acknowledge the importance of 
maintaining a'realistic' grasp on the physical aspects of the world, which are inevitably 
interconnected with the cultural one (political, economic, social, ecological), as 
illustrated in the discussion of the 'Lomborg case. ' The reception and denunciation of 
Lomborg's work by the scientific community, reveals that while some scientists arc 
working for the military, industry and the State, others are also developing their work in 
association with socially and ecologically concerned organizations. Such institutions 
emerged to address the problem of the proletarianization and subsequent powerlessness 
of scientists in relation to the power generated by their scientific work, which became a 
danger to humanity and the whole planet, in some areas of research. 
Mark Dion is concerned with these antagonistic aspects of science and this comes 
through in his series of humorous, ironic and allegorical installations. tic questions the 
progressive discourse of science and points to its controversial engagement with 
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industry. His work is both celebratory of scientific achievements and critical of its 
dangerous side for humanity and the environment. Yet, Dion is cqually critical of the 
nostalgic and ideologically suspect tones of the ecological discourse, while at the same 
time tackling ecological problems caused by industrialism and globalization. Within 
the institutional constraints of the system of patronage and funding, Dion has managed 
to contribute to the contemporary debate around the representation of nature with the 
production of critically relevant and aesthetically engaging artworks. 
The challenge to negotiate ethical and artistic concerns with the commodification of art 
is comparable to the sense of powerlessness that scientists have with regards to their 
scientific practice. Both areas depend on finding financial support for the development 
of projects, yet, there is a level of agency or relative autonomy for both categories of 
professionals, within the constraints under which their practices are developed. This 
room for agency needs to be acknowledged if artists and scientists are to take any 
responsibility for the outcomes of their work and interventions in society. 
The impact of allegory in the production of art and science offers a rich ground to 
examine both methodologies of work. It is the dialectical dynamic between the `realist' 
and the `socially constructed' positions, that points to the `truth' of both the scientific 
and artistic works which are involved in the representation of nature. In considering the 
work by Dr. Ometto, the `meaning' or scientific value which emerges from the collected 
fragment of air, only makes sense as evidence in relation to all previous scientific 
theories and when considered in relation to a particular theoretical framework. The 
contradictory aspects of the `social construction' of theories and the 'realist' fragment 
reminiscent of a particular set of contingencies in the collection site. play a crucial role 
in the monitoring of the `state of the environment. ' The two aspects arc intimately 
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related to one another, and no knowledge is gained if they are taken separately. In the 
Benjaminian concept of allegory, there is no solution to this dialectics in a synthesis, but 
an infinite dynamic open to endless interpretations. Thus, the fragment is open to 
further interpretation, and the scientific text continues pilling up series of more 
fragments. 
In oceans the received material from a scientific context is intertwined with other 
references, mixing the aesthetics and scientific perspectives, pushing the capacity of the 
signifiers to signify in a context of pervasive relativism. There is also a play on the 
distinct use of photography by artists and scientists, whereas the technologically 
produced imagery has a strictly documentary value for scientists, for artists the realist 
and constructed aspects become the most important areas of interest. Despite such 
differences, the two approaches are not clearly defined opposites, as the artwork 
explores the poetic sides which are already present in the scientific work, but arc not 
considered important in that context. Through allegorical strategies of appropriation, 
intertextuality, accumulation of associated meanings, and thematic reading, the 
reception of the scientific work is inseparable from the artistic production of oceans. 
Such procedures are close to the anarchic methodological pluralism proposed by 
Feyerabend, and the idea of translation and transposition of concepts from one 
discipline to another, proposed by Boaventura dc Sousa Santos. There is a blurring of 
boundaries between art and science, fact and fiction in this video installation. 
The dichotomy between culture and nature is a central one in the art, science and nature 
debate, as it is present in all artworks discussed in this thesis. It is a dynamic of utmost 
importance also for current attitudes to nature, as I pointed out in many Chapters of this 
thesis. Angel Molli in an article entitled `La Tardia Invencion de la Naturalcza' The 
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Late Invention of Nature] argues that `reality' doesn't exist beyond its histories, and its 
value is asserted by humans, having changed their theoretical model, in changing 
images and metaphors with which they rc-present or re-invent nature. 
Although nature is a changing concept, and its linguistic meaning is undeniably a 
changeable one and is intertwined with the history of natural science, philosophy and art 
in Western culture, it is equally important to look at its present relation to a 
disappearing referent, once this unreachable `real' is being pervasively reached by 
pollution and its destructive relation to it. There is a long history of 'nature loving' and 
`nature skepticism' in this debate, as I argued in this thesis, but at present it is hard to 
deny, with the evidence we have, that the present world order is unsustainable, and there 
is a pressing need for structural changes and political action. 
Mollä identifies the ecological discourse with a mythical notion of naturc and a pro. 
capitalist nostalgia: 
The idea of `naturalizing' ecological ethics is the last of the naturalist fallacies, 
and a new simulacra of a onto (crypto) theological principle - the return of mother 
nature, which gave us our being and [... ] links us to an evolutionary chain (an 
evolutionary telos for an irrational pathos). All this perpetuates the old 
metaphysics that considers the artificial as a degradation of the natural, and 
culture as the corruption of a supposed original unity with natures 
Mollä links ecological ethics with the history of the term nature, to metaphysical 
dualism, and Romanticism, in which nature acquires moral value as good and culture as 
corruption. He concludes with the dissolution of the nature and culture polarity, arguing 
that everything can be regarded as nature, which has humans only managing it with no 
distinction between artificial or natural things. 
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Although this argument has its roots in a healthy skepticism towards past ideologically 
suspect uses of nature, such as the naturalization of culture in patriarchal, racist and 
homophobic discourses, at present this argument could also take another meaning in the 
service of reactionary ideology in the capitalist agenda of progress at any cost 
(promoted by neo conservatives and other right-wing powerful groups). 1f we consider 
the nature-culture hybrid in such a way that the levels of human manipulation and the 
kind of human intervention are disregarded, then, the monumental difference between 
an area of 100 square meters in the Amazon jungle and the same area in any hypcr 
populated metropolis in the world, perhaps somewhere in Mexico city or Sao Paulo, 
becomes flattened by this argument. 6 
There is also a big difference between managed, planted forests and natural forests, in 
terms of biodiversity and other complex physiological and chemical phenomena which 
we have not yet learned or conceptualized, and incorporated into our culture. There is 
an enormous part of nature which falls outside of human culture, the `bits' %Nhich we 
have already conceptualized. This is what scientists (who arc doing field work in the 
still wild rainforests of the Amazon with their boots covered with mud and their skin 
full of mosquito bites) claim, arguing that there is so much yet to find out about plant 
physiology, the interaction of the Amazon with the larger ecosystem of the planet, that 
it would be extremely poor to think that culture corresponds to nature, and that ter have 
already learned everything about it. Our interest in it is not only didactic, by the way. it 
5 Angel Molli, in 'La Tardia Invencion do la Naturaleza' published in Laguna. Rc sra dr flkuay a, n' 6,1999, Santa 
Cruz de Tenerife, Scrvicio do Publicacioncs do 13 Universidad de Is Laguna, pp. 225.200. 
e Such dissolution of the polarity nature-culture proiidcs little help for us in tackling the serious ccokgical probkms 
we face today. Even though we know that the forests, the oceans and deserts are monitored from satellites, the whole 
planet is a managed en%ironment, with radioactive and chemical pollution reaching unthinkable at this dxs not 
mean that the degrees of human manipulation at different levels do not differ or that the difference dues not matter. If 
nature is culture anyway, does it matter if the transgcnic industry dominates the agricultural %%%Ul What is the 
problem with genetic mutation induced by the nuclpr industry if mutations occur anyway, if the naturcwlturC 
hybrid carurot be separated? The same goes for the emergence a genetically enhance d humanity, w ith the citation of 
designer babies and the revival of eugenics in embryo aclcctian and genetic engineering. «hy should ýýc object to 
that, if medicine has developed artificial techniques to restore health, then there would be no problem with the 
creation of a new race. 
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is a question of survival too. The epistemological position in which the object only 
exists if presented to the consciousness, informs this argument of the culture-nature 
hybrid. But there is an ontological difference between what we talk about and what 
exists in excess to human consciousness, or that which has not yet been presented to us. 
It seems important, here, to bring the Benjaminian question of `who is it that benefits 
from our discourse? 0 To flatten significant differences bctwc cn nature and culture so 
drastically does a great disservice to humanity and non-human nature. In order not to 
fall into the mourning and melancholic attitude of the Baroque artist, in contemplating a 
world of death, decay and profound grief, but with a hopeless attitude, it is important to 
recognize the political nature of the problem and tackle it as such. If the difference is 
dissolved into a subjectivist view of nature, where there is no distinction between 
culture and nature, this argument could lead to a paralysis, a hopelessness to address the 
present ecological crisis. As Benjamin has pointed out, the Baroque poets failed to 
articulate any political action to address the problematic of the world that they regarded 
as historical and not caused by metaphysical fate. Instead of being paralyzed while 
waiting for death to end the suffering of the world, political action must be articulated, 
and that is what the ecological movement is addressing. Lutzcnbcrgcr was a pioneer 
eco-activist who campaigned for land reform in Brazil and developed projects of 
organic farming (low mechanized techniques) to be implemented in conjunction with 
new rural settlements. His holistic approach, pantheistic view of nature (as supporter of 
the Gaia Theory)8 might feel uncomfortable to skeptical intellectuals, but the outcomes 
of his lifetime work show that in practice he was much closer to the ideals of the lcft, 
than a critic of mythical nature might have conceived. It is important to note that 
Tiflis is the underlying question of Benjamin's argument in his essay 'The Author as Pralu=. ' in Undcrstam ivg 
Brecht, op. cit., pp. 85.103. 
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meaning changes throughout history. What was once linked with suspicious reactionary 
ideologies, might transform into its opposite, showing the way towards an cmancipatory 
path for small, local and marginalized groups in the distant dcvcloping world. (Ycs, and 
it also includes fair trade in its agenda). 
The dissolution of the dichotomy between culture and nature is also found in the 
Marxist category articulated by Lukics as `second nature, ' in which nature is regarded 
as an `alienated and reified subjectivity, a world created by humans who did not 
recognise it as their own, ' as Susan Buck-Morss argucs. 9 In contrast to this notion, 
Buck-Morss notes that for Benjamin `nature was "other" than the subject, and this 
remained true no matter how much human labour had been invested in it. '1° Benjamin's 
view of the ontological distinction between culture and nature is of importance for the 
political and ecological aspects of the art, science and nature debate. 
The Frankfurt School presents a compelling argument, which informs my investigation, 
as I have argued throughout this thesis. The instrumental approach to nature, the logic 
of domination of nature comes from a social model of domination of humans by other 
humans, of man over woman, of North over South. The Frankfurtean critique of the 
Enlightenment is primarily a social critique addressing inequality and for this reason it 
is still such a relevant argument for the historical period we arc living in the world. 
Allegory emerges in times of war, suffering and conflicts, also in the affluent 
commodified society. The two come together, inseparable in our century. 
Environmentalists had long predicted that the wars and conflicts in the 21st century 
would be related to the depletion of valuable natural resources, (and unfortunately such 
8 This theory was proposed by the English biochemist lames E. Lovelock in his Gria, 1979, and The Act of Gana, 
198S. In this theory the whole planct Earth including the biosphere, animals, plants, and the interaction of ci game 
and inorganic life arc part of a living organism in dpnamic balance, 
9 Susan Buck-Morss, in The Dialectics ofSecing, op. cit., p. 70. 
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predictions are being confirmed), and the more basic they arc and start to become 
scarce, the bleaker the future looks for the poorer nations, and the more cynical and 
dangerous the powerful ones become. Benjamin explains that the discourse against the 
exploitation of humans and nature is different from the false ideology of naturalistic 
fallacies: 
The description of the labour process in its relation to nature will necessarily bear 
the imprint of its social structure as well. If the human being were not 
authentically exploited, we would be spared the inauthentic talk of an exploitation 
of nature. This talk reinforces the semblance of 'value, ' which accrues to raw 
materials only by virtue of an order of production founded on the exploitation of 
human labour. Were this exploitation to come to a halt, work in turn, could no 
longer be characterized as the exploitation of nature by man. 
t 
Thus, their critique of the exploitation of nature was part of a larger critique of 
industrial society and social inequality. That is an important point which needs to be 
revived in the ecological discourse, not to fall into a nostalgic feeling, which is reduced 
to saving `beautiful spots' or charming animals, but to a deeper critique of current 
methods of production and consumption, social justice at local, national and 
international levels. 
The work of artists such as Dion and Hesse-ilonegger arc a source of inspiration for me, 
as they engage with the complexity of the hybrid culture and nature without falling into 
cynicism or sentimentalism, revealing a commitment to the preservation of the health of 
the environment as well as being aware of the cultural filters which separates us from 
nature. 
Allegory provides an appropriate structure to investigate this debate, in bringing a 
dialectical view to the handling of the contradictory aspects of the 'realist' and `socially 
10 Ibid. P. 70 
11 Walter Bcnjaniin, in 7heArcades Project, op. cit., Fragment 1173.21. 
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constructed' approaches, which must be kept in a constant dynamic, through a vital 
interdisciplinary dialogue. In the field of contemporary art, allegory also points to the 
necessity of keeping the dynamic of the symbol and allegory in place as an endless play 
of antithetical ideas. In our collaborative practice Henna and I have been interested in 
bridging the political with poetics, art with natural science, as a contribution to the 
current debate around nature. 
It is true that art may not be able to transform the world, but as a conscqucncc of this, i 
do not want turn my back on human suffering and the atrocities which arc taking place 
at present against humanity and non-human nature. As an artist and lone individual I 
cannot change the world, but at least I want to remain an attentive witness to what is 
unfolding in front of my eyes. 
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In the installation nest we have used imagery appropriated from a nature film called 17rß" 
Ten Deadliest Snakes in the War/d, produced by Partridge Films Ltd. The sequence 
was re-edited, the didactic narrative was removed and the videos were presented as part 
of an installation in a gallery space. The discarded footage from Partridge F 1111j, " 
archives consisted of two main camera angles, one showed a general is of the ne. t 
and another a close-up of the eggs hatching. Thus, the work was built around these two 
perspectives, and the sequences were edited into two separate videos. 
The video showing a nest with eggs was projected near the ground, onto a corner of the 
room. The small size of the projection contributed to the enigmatic and quiet character 
of the image, drawing the viewer's attention to what was happening in the margins of 
the room. Placed downwards, the projection referred to the position of the nest bcll, ºw 
the ground, as well as the symbolism of the snake as beholder of ruling power% of 
underground world and wisdom of earthly processes. The sequence is quiet for a long 
time showing the unchanged pile of eggs for almost 4 minutes, when the image of 
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recently hatched snakes crawling over the sots eggs appear briefly. and dissolve hack to 
the sequence of the eggs. 
I11-4. 
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The other video was back-projected through a (hand-blown) glass semi-sphere of 
approximately 40 cm, showing the close-up images of the hatching eggs. In the 
sequence of this video, a short clip of an eye emerges briefly. soon dissolving into the 
series of hatching eggs. The glass mimics a large lens or cvc. brine a rctrrcnc c to the 
magnifying effect of the camera lens, and the specular aspect of scientific oh'crvation 
The glass also separates the space of the images from the one of the viewwer, similarly to 
the genre of nature documentary, which shows wilderness through a safe distance 
provided by culture, technology and science. The viewer can contemplate the 
dangerous aspects of wild life, through a package of an edited nature for aesthetic 
pleasure, sense of adventure and discover', without experiencing it first hand. 
The refraining of the images in an art space opened the images to %% ider assok iation.. 
The presentation and re-editing of the material worked to enhance its sý mtvlic impact. 
but also keeping the reference to the original scientific context that the images was 
appropriated from. The imagery came to the artwork %%ith its histor . and 
its meaning 
changed throughout its journey into new territories. In the original context of a nature 
,, lx 
film, the images of snakes were presented in a way that their biological existence, 
beauty and importance for the environment were stressed, with a specific aim of 
educating the viewer and taking away old prejudices against the species. In the art 
gallery, symbolic aspects of the images came hack, and the 'animal in the mind' %%as 
confronted with the animal as an object of'science. 
nest steps into the gap that separates us from nature. exploring the rich ground l l%%ccn 
human and animal, subject and object, art and science. The work also questions the 
authority of scientific claims over nature as its object of study. bringing back all the 
repressed voices of religion, sexuality, superstition, magic, poetics that had been 
suppressed in the discourse of scientific rationality. The images are turned into hybrid 
elements, becoming associated with a great variety of texts and images from the context 
of art and early science, such as representations of snakes in medieval Bestiaries and 
later cabinet of curiosities of the l 6th and 17th centuries, where real and imaginary 
animals were organized in the manner of an illustrated dictionary and were 
accompanied by allegorical normalizing texts, describing the animal's symbolism. 
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the text is truislated as: Onl) Hcascls can kill a hasilisk. 
Vipers young gnaw their wýay through their mother's side. 
The male spits its seed into the female's mouth. 
lip) 
nest unveils the multiple layers of meaning beyond the positivist language of the 
scientific discourse, referring hack to early natural history discourses of the I6th 
century, where descriptions of animals was accompanied of their rich semantics. 
Michel Foucault in The Order of ThitWs, remarks that in the 16th century 
encyclopaedias appear, creating a heterogeneous space in which magic, fables and 
objective descriptions of the universe overlapped. Foucault gives an example of the 
intimate intertwinement of things with language in this period, citing I4uflon's remarks 
on the criteria of classification used by the l6th century naturalist Aldrovandi. ýýhose 
chapter on serpents in his Historic sc'rpc'ntum et draeonunr is arranged under the 
following headings: `equivocation (which means the various meanings of the %%ord 
serpent), synonyms and etymologies, differences, time and description, anatont%. nature 
and habits, temperament, coitus and generation. voice, movements, places, diet, 
physiognomy, antipathy, sympathy, modes of capture, death and wounds caused by the 
serpent, modes and signs of poisoning, remedies, epithets, denominations, prodigies and 
presages, monsters, mythology, gods to which it is dedicated, fables, allegories and 
mysteries, hieroglyphics, emblems and symbols, proverbs, coinage, miracles, riddles, 
devices, heraldic signs, historical facts, dreams, simulacra and statues, use in human 
diet, use in medicine, miscellaneous uses. ' 
i 
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106. Albertus tieha, cabinet of curiosity 
Locupleii. csimi Rerum Naiuralium Thesauri . 
4ccuraia larscriplicr 
Amsterdam, 1734-1765 
1 Michel Foucault in The Order of Things. op. cit., pp. 39. 
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When images of snakes are presented in an art space, such as in the installation nest, 
they enter in dialogue with a whole new chain of signifiers and associated meanings, 
similarly to the intertextual space of the 16th century encyclopaedias. The relation of' 
the scientific images to other cultural meanings becomes more evident, and references 
to paintings and stories which represent serpents in art history come to mind, such as the 
representations of the head of the mythological goddess, Medusa by Rubens and 
Caravaggio, paintings of Biblical stop of'creation, showing I ye and the snake. anºon}'st 
others. Linguistic meanings of treachery. slimness are 'cry strongly associated %%ith the 
image of a nest of vipers. While representing evil in the West, the sensuousness of 
snakes in the East is celebrated as wisdom, and the sexual energy is regarded as one of 
the paths to illumination in the tantric yoga tradition. Snakes are also a symbol fir 
medicine, healing, and eternity, being associated with the endless cycle of- life and 
death. 
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nest is open to the readings associated with the long and rich discursive chain around 
the myth of Medusa, which include Freudian psychoanalysis, and man I eminist texts, 
amongst which is `The Laugh of the Medusa' by I Irlcne ('ixous, 
` as well as Ixxms on 
Medusa by Louise Bogan, 1923, and Karen Lindsey, 1975, and artworks hý 1 minist 
artists such as the performance This is nit, body... this is mt" sooftwaree... by (>rlan. ' 
l(1R. Michclangclo Car: º\. gvio. lb, Ilni , 1/, Jr,,,; 
oil on canvas muuntcd on \%ood. 1598-99, hl) sS cm 
(iallcri. a degli l itliii. Florence 
The myth of the Medusa is, thus, associated with the feminist discourse's questioning of 
patriarchy in Western society. In the Greek mythological stop the m; ilc hero l'cr"cu, 
dominates and subjugates the female and natural forces symholircd h\ \1cdu.. i. %%ho 
represented female power and wisdom. Medusa's powwwerfitl petritj ing gaze is also 
associated with photography by Craig Owens in his 'The Medusa FfIlect, or 1-he 
Specular Ruse, ' -a text written tör a Barbara Kruger's exhibition catalogue. ()\%ens 
remarks that the decapitation of Medusa by Perseus is made possible through Medusa's 
2 Sigmund Freud, 'Medusa's Head' IDas Medusenhaupt I. in his . 4. ruýrlin an, / ncý /'. cýc hý. Jýryvý ýy /wnr. Calhcr, tic 
York. 1963; Helene Cixous. 'The Laugh of the Medusa, ' trans. K. and P. Cohen, in . '. 'cn French Fewunuan. ed. 1=.. 
Marks and I. de Courtivon. Schoken Books. New York. 1981. 
3 Orlan describes the cork This is nn" ho, h"... this is mv. s oftware'...: I did a piece at the Mastic S. 1 udwig. Aix-le. 
Chapelle entitled Documentar) Study : The Head of Medusa. This involved showing m) sex (of which half m% puh. e 
hair was painted blue) through a large magnifying glass - and this, during my period. Video monitor% showed the 
heads of those arriving, those viewing, and those leaving. Freud's text on the Head of Medusa was harwhtd out at the 
exit, stating: 'At the sight of the vulva even the devil runs away. " 
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contemplation of her own gaze reflected in his shield, %%hich instant I% pctrifics her: 'I he 
I Medusa's] myth's central episode is almost proto-photographic; it seems to describe 
that split-second in which vision bends hack upon itself'to produce its tm n imprint 
Owens links the myth of'Medusa with photography and the I. acanian lmaginarn t ulcº. 
arguing as to the power of the social gaze in creating and reinforcing stcrcotý pica) rolc" 
fir women, which are issues explored by Kruger in her photographic \\urk. 
_ý IU'). &. I I(). 
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in nest, the images of snakes are thrown into this rich weh of associations. becoming 
intimately connected with a variety of texts and images, having no stable meaning. but 
relating simultaneously to all of these surrounding areas of signification. 
Craig Owens, in his Beyond Recognition. op. cit.. pp. 196. 
Appendix II - Residencies 
Residence at Koli 
The residency at Koli vas in January 2001. when the temperature 'sired 1r, ýnr nýrnuý 
to minus 22" Celsius. The winter landscape at Koli is quite spectacular. specially the 
view from the Koli Hill, the site from which most of our footage was produced. During 
the residency we filmed and photographed the monumental and sculptural froven trees. 
avoiding the touristic areas in the park. in order to keep the fix: us on the theme of' 
climate and forests. We produced many hours of footage of panoramic forest %iew5, in 
various kinds of weather. There were very few sunny days and most of the time the AN 
was cloudy or misty. The almost monochrome imager of clouds weather was more 
interesting, as it looked colder. and closer to our experience of the place. A% er- 
freezing wind was constantly blowing at the top of the hill, which produced ama/ing 
movements on the trees in large forest areas (hut also limited our working hours). Ac 
focused on these movements of the trees and produced mans hours offixota4e with still 
camera shots. 
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The Art and Culture Centre Kolin Ryynäncn, at the village of Koli provided logistic 
support for the project. During a period of one month we had a flat and studio space at 
the Kolin Ryynänen, which runs a programme of'residency for artists, administered h., 
the North Karelia Arts Council. 
Contact with scientists 
1 13. Experimental chamber at the Nick- 
Koli park is administered by the Finnish Forest Research Institute (Mctla). %%hich aims 
to protect the natural environment of the park and is also a centre for scientific 
research. ' During the residency we met the director of Metla, Mr. Lasse Iovcn. who 
told us that there was no specific research on climate change being developed at Metla 
at that time, but mentioned a project on climate being developed by Prof. Seppo 
Kellomäki at the University of Joensuu. In this research. Dr. Kellomäki and 
collaborators are monitoring the impact of global -arming on the boreal forest of Scots 
1 Metla has also collaborated with other research institutions, such as Northern-Karelia Fminnmental Agency, 
Geological Survey of Finland, various departments of the university of Joensuu: Karelia Research Institute, Faculty 
of Mathematics and Natural Sciences, Departments of Biology and (ieography and Faculh of Forrxtry 
pine. We contacted Prof. Kellomäki, and arranged a visit to the Mckri. jUrvi Kescarch 
Station, where we learned more about the research, and the technical and logistic 
aspects of the project. The chambers at Mekrijärl i create artificially a% armer and and 
C02 richer environment in order to compare the development of the trees growing 
inside them with the one of the control trees outdoors. 
Residency in the Amazon. lungle 
1 14. Uucl. c Llcscarch Station. I\I'. \. ! unc -()+! i 
In the Amazon forest, the air project received logistic support from the National 
Institute for Amazon Research, iNPA, which is a governmental institution linked to the 
Ministry of Science and Technology. INPA was officially created in 1952, becoming 
installed in 1954. According to INPA, the idea of creating an institute to study the 
Amazon was very old, but it became realised in the post-war period, as a reaction 
against a proposal by UNESCO to create an 'International Institute for the Amazon 
Hilea. ' The idea of an international island within the Brazilian territory, threatened the 
sovereignty of the country. Thus INPA emerged as a Brazilian alternative, having its 
scientific objectives, since the very beginning, intertwined with national and 
international politics. This can be clearly observed in its aims and objectives of 1952: 
'promoting the scientific study of the environment and conditions of life in the region, 
having in mind human well being, as well as the preservation of culture. economy and 
national security. '2 In 1993, INPA extended its aims to: 'gcncratc, promote and 
distribute scientific knowledge and technology about the Amason. to prescr c the 
environment and promote sustainable development of natural resources, to benefit 
specially the community in the region. ' Thus, the focus of the institution today is on 
sustainable development, in contiormity with a broader view ecology %%hich is sensitive 
to the socio-economic necessities of the local community. 
We stayed at the Ducke? Research Station (2 57'S. 59 57'W). which is an area of 
protected primary forest, 25 kin north-east of Manaus. It belongs to INPA since 1963. 
but since the 1950s it has been a site for botanical studies. In 1972 the research station 
was declared `Biological Area' (of 100 km2) to be protected because of its proximit\ to 
the growing suburbs of Manaus. 
l 
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The Ducke research station has four types of 'terra firme' forest, which is a kind of 
forest that does not get flooded each season, with a variety of floristic structures 
according to the type of soil in different altitudes. We visited also other rcsearvh 
stations, the 'ZF 2' further north and some research areas along Rio Negro (onc of the 
main tributaries of the Amazon river). 
2 This tear of loosing part of the national territor . also led the subsequent militan government to pm mace 
(ecologically disastrous) projects of colonization and development for the region. 
3 Named after the entomologist and botanist Adolpho Ducke (1876- 1959). Ducke worked mainly in the Amamn all 
his life, published 180 articles and monographs. described 900 species and 5o genera. 
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Financial and Institutional Support 
The air project received a grant -'Small Grants in the Creative and Performing Art%. ' 
from the Arts and Humanities Research Board (Al IRR). through an application made by 
Mr. Chris Dorsett, University of Northumbria at Newcastle. The North Karelia Arts 
Council contributed towards the travel expenses and accommodation for the troll 
residency. We also received financial support from the Northern Arts (now Arts 
Council of England) to the Amazon trip, under the Travel and Training Award' 
program. INPA provided accommodation and other logistic support in the Amazon. 
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Appendix III 
The three and a half years of research was a period of intense engagement with artistic practice, 
which developed in parallel to the theoretical research. In this period we produced new video 
and installation pieces, projects and participated in various exhibitions in the UK and abroad. 
Listed below are the main events which we took part. 
COMMISSIONS & RESIDENCIES 
June 2001, residency at INPA, Amazon forest, Brazil. 
Jan 2001, residency at Koli National Park, Finland. 
2000-2001, residency at the Hancock Museum. 
2001, participation in the design of the Citizens' Monument to European Unit)-, a multicultural 
collaborative project, to be built near Erfurt, Germany. 
1999-2000, residency and commission of video work, Site Callen, Sheffield. 
EXHIBITIONS 
2003 Melting Pop, Sound and video exhibition at the Palazzo dcllc Papcssc, Sicna, 
Italy. 
2003 Experimental Spaces 03, Hastings Museum & Art Gallery, I lastings, UK. 
2003 The Big M, touring video exhibition throughout England and Europe for a period of 
approximately 18 months, Isis Arts, UK. 
2002 Esto no es una Fotografia, group show, Centro Atlantico dc Artc Modcrno San 
Antonio ABAD, Las Palmas dc Gran Canaria, Canary Islands, Spain. 
2002 Capital, project by VANE, Chariton Bonds Building, Newcastle, UK. 
2001 Esto no es una Fotografia, group show, Centro dc Fotografia Isla de Tenerife, Sta. 
Cruz dc Tenerife, Canary Islands, Spain. 
2001 Take Away, group show, Middlesborough Art Gallery, Middlesborough, UK. 
2001 The First Mild Day of March, installation at the Hancock Natural History 
Museum, Newcastle, UK. 
2001 Stay, Northern Gallery for Contemporary Art, Sundcrland, UK. 
2000 Memory Suspect, part of VANE, Tyneside Cinema, Newcastle, UK. 
2000- Unreel, one day digital medialfilm festival, Buddle Arts Centre, Newcastle, UK. 
2000 Imagia Art Video Festival, Gdansk, Poland. 
2000 Spacecraft, part of Video Positive 2000, Bluecoat Gallery, Liverpool, UK. 
1999- Immediate, Site Gallery, Sheffield, UK. 
2000 
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PUBLISHED WORK & CATALOGUES 
Melting Pop, exhibition catalogue, Palazzo delle Papcssc, Siena, Italy, March 2003. 
JVC Journal of Visual Culture, air " photo essay, April 2003. 
Capital, exhibition catalogue, Newcastle. March 2002. 
Esto no es uns Fotografia, exhibition catalogue, Sta. Cruz dc Tenerife (2001) and Centro 
Atlantico dc Artc Modcmo, Las Palmas do Oran Canaria (2002), Spain. 
Contemporary magazine, issue 32, p 28, Jan 2001. 
an magazine, May 2000, p 23, UK. 
Unreel, digital media and film festival, Newcastle. UK. 
Spacecraft catalogue, Bluccoat Gallery, Liverpool, UK, 2000. 
The Other Side of Zero, Video Positive 2000 catalogue, Liverpool, UK, 2000. 
North Guide, October, 2000 
Immediate catalogue, Site Gallery, Sheffield, UK. 1999. 
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